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ABSTRACT 
The landscape painting is very interesting although it has no 
systematic history. There are wall paintings in Egyptian tombs and at 
Rome, which can be classed as landscape paintings because they 
represent rocks and plants and trees in their natural form. We may say 
that landscape Painting in Europe was a peculiar Invention of the 
renaissance. The landscape elements were gradually allowed to 
dominant this incident presented in a painting. 
"Perhaps the earliest mentions of landscape as a separate 
branch, of painting in Durer's reference in 151 to painter as Joachim, 
the good landscape painter". 
Rabindara Nath Tagore's writings are an unending storehouse 
of landscape images both visual and auditory. Not only the variety of 
landscape image found in his writings is staggering, the wide range of 
uses to which they have been put is breath taking in their diversity. 
Pure visual experience of landscape has been ecstatic at one time, at 
the other of observant indifference at third occasion. 
Some time a landscape would evoke a Joyous response, some 
time painful one often a landscape world stimulate emotion or project 
feelings. Ravindra Nath Tagore used landscape both as receptacles 
JfclBSl* 
and as projection as entities for description and as subject for narration 
as images symbols. 
The current landscape scene in India is one of the most vibrant 
in the world. Indian painting shares many characteristic with the 
painting scene in the west, it remains free from the anxieties western 
art faces as it strives far originality in this age of part modernity, Indian 
landscape today is refreshingly Unconscious and being essentially 
indigenous of sprit. 
Indian landscape takes birth in a play ground of emotions in 
pain, predilection, desire and hope, in the joys of simple living and the 
tenacity and passion of life's is rhythm tempered by intellectual 
resonation's of a once glorious civilization. 
Landscape painting holds in contemporary Indian Art. The 
following landscape painters are famous in India namely - Akbar 
Padamasee, Paramjit Singh, Ganesh Haloi, Ram Kumar, Staish 
Chandra, Paresh Marty, Sanjay Bhattacharya, Rajnish Kaur, Dr. Ram 
Kanwar, Prof. Ashfaq Rizvi. In the field of modern landscape, I select 
four artist i.e. Ram Kumar, Parmjeet Singh, Satish Chandra and Dr. 
Ram Kanwar, who are great painters of all over India and known for 
their work not only in India, but in the entire world. 
Their work is more completely assessed of modern Indian 
painting, all tine above painters for its own artistic qualities and for its 
theoretical substance. 
CONCLUDING REMARKS OF WORK AND STYLE OF INDIAN 
CONTEMPORARY LANDSCAPE PAINTERS 
Ram Kumar 
Ram Kumar was born in Simla on October 21, 1924 in middle 
class family with no artist predilections. His formal training was in 
economics at Delhi University. He had solo exhibition over 6 
retrospective exhibitions. He had almost exhibited his work in every 
country of Asia and aboard. He is recipient of great awards viz. 
National Award, Padmashree and Kalidas Sammon. Abstraction won 
its general acceptance in the years of 1960. His abstract tendencies 
were the extension of and liberation from landscapes. The emphasis 
on painterly or sculptural value revealed by abstraction has served to 
open our eyes to the real and more lasting qualities in the works of 
art and to this extent the role of abstraction has been very beneficial. 
He has given as new turns to the art of landscape. The landscapes 
seem to rush out of the picture farmer. His very use of pigments 
create irregularly reading colour planer some acrylic, some oil (he 
mixes the two in many canvases) and brings about a thrilling texture 
of pictorial space. His career before he universalized the subject and 
reached the ground era of his brilliantly coloured abstract landscape. 
Ram Kumar's recent landscapes differ from previous 
landscapes. Man -has disappeared from his stage and the backdrop 
has become larger. Now it is the nature and only the nature in the 
paintings of Ram Kumar, it seems that the artist is very much 
influenced by the "Poet of Nature William World Worth". It is these 
sensation which have find, in the process of being translated into 
colour and farm, a pictorial structure that both transmits and pressures 
their vibrancy. Ram Kumar has really reached to the peaks of 
abstraction, which can be only gained after the total maturation in the 
field of art. I hope in the coming years this artist will make great break 
through in the world of art. 
His famous landscape painting is : "The sad town" 
Paramjit Singh 
Paramjit Singh is one of the greatest artist of the world. He is a 
natural painter. He is doing his landscape painting with faith and 
devotion, Paramjit Singh was born in 1935 in Amritsar. He studied in 
the Delhi School of Arts and Delhi Polytechnic. He has been working 
on the themes of nature since last 40 years. He is one of the very few 
Indian artist who painted on nature. He used stone in his painting; 
sometimes he used stone as a main elements in the backdrop of 
nature. Since late fifties, Paramjit Singh lias gone through many 
stages, but landscape elements have always been used in his 
canvases. He always used to see the beauty of object. The beauty of 
objects gave deep impression in his mind. He tried to make beautiful 
sceneries i.e. beautiful garden, trees, water, grass open sky and cloud 
etc. Paramjit Singh participated in 48 important exhibitions in India 
and abroad. 
He admired the way saiioz handled colour and scheme. He 
discovered his command over bright clear colours. He also began to 
explore the qualities of light at about the same time. For instance, he 
realized that if he used light from the back on his canvas, he could 
create a mysterious effect, In the seventy's a great change once again 
came about in his style. He became captivated by the landscape and 
beautiful stone forms he encountered. The lithoid forms replaced the 
books, bottles and other stocks in trade of still life. 
Paramjit Singh's technique also changes with such unabashed 
depiction of nature. He needed thicker pigment, He also began to 
appreciate the role of transparent colours and become attracted to the 
body of pigment. The pastels are different from his landscape done in 
oil. He makes full use of the gray, pink pale yellow and blue available 
in pastels. His early still life that stilled entire objects and space 
progressed towards the flying stone and to those compositions of the 
entire seventies in which lands cape predominate. No human being is 
present in these landscapes as if the human being will destruct them. 
His exploring the abstract forms come through the use of pastels and 
the quality of the medium transfixes a new area of creativity. 
His Journey in the mating of masterpieces takes him to the 
platform of world art. It is recognition as contemporary Indian artists 
does not come at once. It was devotion and hard dedication, which 
made him achieve what he is today. His famous landscape painting is 
STONE OF THE WALL 
Satish Chandra: 
Prof. Satish Chandra is a landscape painter. He inspires nature, 
atmosphere and environment. He was born in Ghaziabad on June 5*^  
1941. He has got Graduation in Fine Art, College of art and crafts 
Lucknow in 1963, and Post Graduation in landscape and watercolour 
painting m 1964. He has specialized in landscape painting. He 
remembers his first exhibition shown in New York in 1964 just a year 
after his graduation. As an artist Satish has a visionary awareness of 
solitude, as well as the possibilities of spwide apenness, while the 
even ascent fell as a timbre of subtle and smoothed tonality, there is 
an austere play of both stroke and grain, suppleness of sweeping 
dSSi* 
colour the landscape pictures queue. The show is an exalting one 
because it reaffirms the drama of the landscape and it tells us that 
finally to bring you to a sublime state, you need a pure-landscape. He 
begins to appreciate them because there is beauty a sense of truth in 
them. 
He has the bright inclination to represent the beauty of nature on 
canvas i.e. medium. The landscape painter must walk in fields with a 
humble mind and a heart in love with nature. He must study nature not 
in the some spirits but with all the seriousness. His landscapes are so 
individual in its own style, which can he judged and seen by an artist 
are common man in first sight. He has painted many landscape of 
different aspects of nature. We find smooth paint of colours and 
perfect harmonious, combination of colours and ideas in his landscape 
painting. He has given a new dimension in the art of painting 
landscape. His paintings on canvas are rare and unique. It reveals his 
dynamic brush work on the canvas. We find that there is a fresh style 
in each of his work. Over the years many of the contemporary artist 
are striving to achieve what Satish Chandra has already mastered. I 
learnt to respect and admire his mastery qualities which can't be 
ignored. It is not surprising that Satish Chandra is celibacy in the world 
of landscape painting. His famous landscape paintings are blue moon, 
sinking ship etc. 
Dr. Ram Kanwar 
The name Dr. Ram Kanwar is synonymous to the great 
landscape painters of present time. The creation of landscape painting 
through oil medium has been his prime interest, which he is pursuing 
all through his career as an artist. He was born on July 1, 1938 in 
Meerut. He worked as professor and Head of the Department of 
drawing and painting at Kanpur University, Kanpur. Me had spent his 
early years in rural surroundings seeing nature, in its intoxicating 
beauties and colourful variety. He had solo exhibitions over 15 
retrospective exhibitions. He had almost exhibited his work in abroad. 
He is the real generator of 'Impressionistic techniques and in a way 
are the expression of an emotion recollected innocent or impressive 
mood. We observed that his paintings are reflection of nature. Folk life 
of Rajasthan is very well depicted in his landscape paintings. He has 
also depicted day to day activities of village life in his paintings. He 
renounces even the pleasure of bright colours (Red, yellow, green, 
blue) which make the canvas eye catching very impressive, and 
related to the scene which impresses as every viewers, He comes out 
with extreme skill and expertise in his work. 
Dr. Ram Kanwar has been on the same technique from the early 
period. There is simplicity of drawing pasture and colour, which to me 
8 
is the main cause that distinguishes him from the other contemporary 
artist, who are representing nature on canvas. His work speaks in bold 
and brush strokes and he makes no bones above it. Yet the image that 
artist he creates by means of his powerful strokes, is extremely 
sensitive. We conclude that there is neither an attempt useless 
ornamental nor tendency to over emphasis the subject matter. The 
painter imagination has glassed these glaring truths into and imaginary 
and mystical charm. One may find smooth bend of colours and 
harmonious combination making up ideallic nature sports. The artist 
has been able to deal with the elements of depth and provided 
essential highlights to give a new dimension. He shows, a dare 
delivery on his new canvas that is rare and unique dynamic brushwork 
on his canvas, bold brush strokes create nature way ward as he takes 
each work with a fresh style. He visited Iran in 1989 and delivered 
lectures and gave practical demonstration at Tehran University, 
Tehran (Iran). His most famous landscape paintings are: Paddy 
showering, village fair. 
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INTRODUCTION 
Since the earliest times tiiere has been a close affinity between 
nature and art. The prehistoric man living closest to nature expressed 
himself in line his responses to what he saw around himself. He was now 
puzzled, now frightened, now inspired, now comforted, now mystified by 
the natural phenomena which were beyond his comprehension. He invested 
these with a power to which he surrendered himself totally. He attributed 
his joys and sorrows, his pains and pleasures, his successes and failures 
to Mother Nature. Gradually, he began to understand her better and better. 
But she continued to have a strong impact on his creativity and imagination. 
Many of the world's greatest works of art and literature are in essence 
celebrations of Nature-they are immortal because of the deep insights 
they give us into the delicate nuances of Nature as a living presence. 
Artists have often turned to her not only for their motivation but also for 
their motifs rendered with feeling of humility.' 
The Chinese and Japanese paintings of mountains and rivers came 
alive because of their economy of line and vibrancy of colour. 
Landscape appears in Indian minatures as decorative backdrop. 
In folk painting it is a graciously protective presence. In tribal art it is 
invested with immense power over the destiny of man. Tantric art follows 
the essential principle that; in the words of Heinrich Zimmer, "man in 
Devotion and supplication 
general must rise through and by means of nature, not by the rejection of 
nature." In the modern idiom as it has developed in India over the years. 
Nature is abstracted into the barest essentials, the emphasis being on the 
spirit of form rather than form itself. Lines, colours and symbols are 
employed to bring out the inherent power and plenitude of natural 
phenomena in all their visual sweep and splendour. 
In the West, the Reniassance masters treated Nature with respect 
as a distant and majestic presence-benign and ever beckoning-To take 
one example. The exquisitely lyrical peasant studies by Pieter Brueghel, 
the Elder, set against the^, capture the feel of the countryside. Homage to 
Nature was paid with the deepest understanding and affection by the 
Impressionists who, responding to the heartbeats of the Japanese, 
landscape painting, began to discover the sunny world of light, warmth, 
colour, mood and movement. They came under the spell of the Japanese 
art through the colour woodcuts of Hokusai, Hiroshige and other 19th 
century masters. The bright and joyous world of harmony between man 
and Nature, created by Monet, Sisley, Pissarro and other Impressionist 
masters, represents one of the most glorious phases of European art. 
Then came the Post-Impressionists. Cezanne analysed the structure of 
forms in Nature, identifying them in the process basically with cubes, 
cones and cylinders. Gauguin was back to Nature in a mood of totaP of 
Idyllic rural landscape 
Abandon to the sheer sensuality. 
what he was around himself in his South Pacific paradise. Van Gogh felt 
the presence of God in every leaf, every petal, every drop in water, every 
blade of grass, every stone. With the arrival of the 20th century avant-
garde emerged a new equation between man and Nature. There was of 
course no rejection of Nature. There couldn't be. They took a closer look 
at Nature and redefined the relation between man and his environment. 
Their reaffirmation of Nature's impact of the creative mind was in tune 
with contemporary sensibility. It is not correct to say that there has been 
confrontation between Nature and the modern artist. His quarrel is with 
his environment which, being the worst casualty of the evil effects of 
excessive, unplanned industrialization, has been a serious threat to Nature. 
Indeed pollution, which goes with unplanned development projects 
the ecosystem and results in the widowhood of Nature. The green cover 
has been thinning out with the destruction of trees caused by man's greed. 
The air has been fouled up by effluents and poisonous fumes being 
belched out by factories. Lakes and rivers are drying up because of 
inadequate rainfall brought ^bout by deforestation on a mass scale." are 
being hit hard by the frequent droughts and the constant disappearance 
of trees and plants. The peace and privacy of the mountain retreats are 
being destroyed by the vulgar and noisy incursions of commercial 
interests. The birdsong is no longer heard. The dancing peacocks are no 
Flora and fauna 
longer visible. The clouds no longer gather to form configurations providing 
inspiration for poets and artists. The day is not far off when man will be 
lost in the concrete jungle with no access even to the skyline, if the trend 
is not reversed. When the beauties of Nature are replaced by the ugly 
realities of the modern world, the artists's powers of imagination, 
observation and creation will gradually get deadened and the heritage of 
mankind will be all the poorer. 
Landscape is landscape seen in different forms in the various 
schools of Indian Miniature painting extending from the 11th century A.D. 
to the 19th century. 
It appears ladscape in its most elementary form in the early Gujarati-
Jain manuscript illustrations which deal with Jain texts.^ In these early 
manuscript illustrations the emphasis being on the lives of the Jain Jinas 
in the Kalapasutra and on the story of the Jain monk .Kaiaka in 
Kalakacharya kathi whose sister a Jain nun was abducted by the wicked 
king Gardabhilla the only landscape effects sometimes seen consist of 
one or two very formal, stylized trees and a formal wavy pattern of clouds 
and stylized hillocks. At first these manuscript illustrations were on narrow 
oblong palm leaves and there was no scope for landscape effects but 
from the fourteenth century onwards when the use of paper had already 
been introduced into India, these Gujarati-Jain manuscripts were written 
Kalpasutra and the Kilakacharya Kathi 
on the broader oblong paper leaves and thus there was some scope for 
elementary formal landscape effects such as indicated above. 
In about A.D. 1475 a famous Kalpastura and Kilakacharya katha 
came to be painted at the port of Gandhar not distant from Broach on the 
west coast of Gujarat. Here for the first time we find efforts to indicate a 
more realistic landscape setting than had ever existed before. Thus for 
instance we see birds flying in the air against a setting of a blue and red 
sky and a water tank below with lives growing in the water. We also see a 
ship on the waters of ocean with fish swimming around and buds in the 
dark blue sky above. 
But .by and large landscape settings were of a very limited and 
formal character in these Gujarati-Jain manuscript illustrations. 
The next stage of Indian miniature painting was the growth of the 
Lodi school under the Lodi Sultans in northern India in the Lodi dominion 
from Delhi to Jaunpur in Uttar Pradesh. The Lodis ruled from A.D. 1451 
to A.D. 1526 when Babar, the Mughal, conquered northern India defeating 
the last of the Lodi Sultans.^ But neither Babar nor his successor Humayun 
had initiated any school of Mughal painting and it was not till A.D. 1567 
that the famed Mughal atelier of Humayun's son Akbar came into being 
and initiated the Mughal school with mixed Persian and Indian- influences. 
Thus even after Lodi rule ended in A.D. 1526, the Lodi Sultanate 
' A.D. 1526 
style of book illustration continued till about A.D. 1575 and is known as 
the "continuation of the Lodi style". 
Both in the Lodi school and in the 'Continuation of the Lodi Style' 
we find landscape effects but still in a formal manner trees are stylized 
and so also are skies and mountains as they had- been in the Gujarati-
Jain manuscript illustrations. But there is a little more elaboration now 
such as a woodland depicted by three trees and a couple of deer thereon 
or even more elaborate settings such as Radha shown seated amidst a 
grove of trees, creepers, flowering plants underneath a black sky with 
wavy clouds above and four white cranes flying against the dark sky 
indicating more feeling for landscape than had existed before. But it was 
only with the advent of the Mughal School that we find more realistic 
landscape settings be it of forests, mountains, distance vistas, rivers, 
trees often peopled with birds and animals. The settings are largely 
naturalistic and often with a sense of perspective largely though not entirely 
derived from European paintings which the Mughal court painters had 
o 
seen at the Mughal'court having been brought as presents by , for both 
the emperors Akbar and Jehangir were keenly interested in foreign 
paintings and other objects of art. Though the Mughal artists did not paint 
pure landscapes as such there landscape settings are to be seen on a 
variety of themes which they painted cleverly interwoven therein. These 
Pining for Krishna 
Foreign ambassadors or foreign missionaries 
are, for instance, hunting scenes, or animals in their forest ambience as 
seen in the delightful stories of the Anwar-iSuhaili, or a vista of a distant 
city in the background of a painting and so forth. Now the trees became 
naturalistic as also various kinds of flora. 
The highly stylized trees of earlier periods no longer appeared. 
Many landscape settings were of marked beauty and elegance, be they 
in the pictoral depiction of court chronicles such as the Akbar Nama or 
the illustrations of Persian classics.' Seascapes also figured in Mughal 
paintings as well as rivers inhabited by aquatic creatures. Realistic cloud 
forms often with flashes of lightening and birds flying in the skies added 
to the beauty of many a landscape setting. Hermits and holy men in their 
distant abodes were shown in varying forms of landscape surrounding 
their habitations. A common device in Mughal painting during the Akbar 
period in the illustration' ° the Indian Epics and other narrative literature 
was to illustrate the stories and events contained therein from a 'bird's 
eye' point of view, that is to say, as if the artist was positioned high up in 
the sky and could, like a bird, see an entire landscape though, if the artist 
had been on the ground he could only have seen what was immediately in 
front of him. Thus, for instance, even events taking place in a building or 
palace or a fortress were depicted in the same picture space as the 
scenery far beyond the building. In this manner landscapes were often 
Mahabharata and the Ramayana 
"> Persian classics 
combined with depiction of events, buildings and so forth which were 
unrelated to the landscape if seen from ground level as being beyond the 
artist's pen. With the growth of the popular Mughal School as distinct 
from the Imperial Mughal ateliers, schools of painting influenced by the 
work of artists trained in the Mughal manner of painting came into being 
in the various Rajput States of Rajasthan, Malwa and Bundelkhand who 
sought employment at these Rajput courts. Their work mixed in the earlier 
stages with some influences o f ' which had prevailed both in Gujarat and 
Rajasthan as also with some Lodi School mannerism led to the formation 
of Rajasthani Miniature painting from about AD 1600. Though landscapes 
were not so realistic in Rajasthani miniature painting, as they had been in 
the Mughal School, nevertheless, they were not formal and stylized as in 
Gujarati and Lodi painting and accorded far more with the concepts of 
depicting landscape settings which had inspired the Mughal artists. 
Occasionally an almost pure landscape setting is to be seen of great 
beauty such as a storm in the Aravali hills of Mewar. This appears' ^  about 
A D 1680 painted in Mewar. So also the famous hunting scenes of the 
Kota School in the various forests of Kota State in the Hadoti area of 
Rajasthan are depicted in hilly forest settings not only of lush beauty but 
often so naturalistically depicted that one can at times even recognise the 
area in which the Raja and his retinue are pursuing their sport of shooting 
lions or tigers or wild buffaloes. 
^ Old Gujarati pre-Mughal style 
• Manuscript of the Harivamsa 3 
Mughal painting also influenced the landscapes to be seen in the 
Pahari School of miniature painting, which flourished in the Rajput Hill 
States of Himachal Pradesh and Garhwal. This influence led Pahari painters 
to depict the scenery of the particular Pahari State to which the artist 
belonged. Thus .we can recognize the landscape settings of Guler State 
by the well known Guler artist named Manak and when later in circa.^ ^ 
Manak and his two sons and nephew migrated to the court of the great 
Sansar Chand of Kangra State here again we notice that in their paintings 
for their new patron the landscape is that of Nadaun and Alampur and 
SujanpurTira all in Kangra State, though formerly they had painted the 
landscapes of Guler which was their home. This indicates that they had 
not a formal attitude to landscape but sought to depict the hills and river 
and trees of the very areas in which they were executing their commissions 
for their royal patrons. This circumstance^ "* to landscape which was thus 
not treated as a mere formal element in such of their paintings in which 
landscape featured. 
In Deccani painting also we find that the artists dealt with landscape 
in a realistic manner and the scenery of the Deccan is clearly recognisable. 
Thus the story of landscapes in Indian miniature painting is one of a 
progression from formalism to one of a realistic rendering, which however 
is not merely photographic but interpretative. 
\l AD 1785 
Indicates a sensitiveness 
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HISTORICAL BACKGROUND OF 
INDIAN LANDSCAPE PAINTINGS 
The landscape painting is very interesting although it has no 
systematic history. There are wall paintings in' and at Rome which can 
be classed as landscape paintings because they represent rocks and 
plants and trees in their natural form. We may say that landscape painting 
in Europe was a peculiar invention of the renaissance. The landscape 
elements were gradually allowed to dominant this incident presented in a 
painting. 
"Perhaps the earliest mentions of landscape as a separate branch 
of painting in Durer's reference in 151 to painter as Joachim, the good 
landscape painter." 
Rabindra Nath Tagore's writings are an unending storehouse of 
landscape images both visual and auditory. Not only the variety of 
landscape image found in his writings is staggering, the wide range of 
uses to which they have been put is breath taking in their diversity. 
Pure visual experience of landscape has been ecstatic at one time, 
at the other and of observant indifference at third occasion. 
Some time a landscape would evoke a Joyous response, some 
time painful one often a landscape world stimulate emotion or project 
feelings. Ravindra Nath Tagore used landscape both as receptacles and 
Egyptian tombs 
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as projection as entities for description and as subject for narration as 
images symbols. 
In the field of modern landscape, Ram Kumar, Paramjit Singh, Satish 
Chandra and Dr. Ram Kanwar, are great painters of all over India and 
known for their work not only in India, but in the entire world. Their work 
is more completely assessed of modern Indian painting, all the above 
painters for its own artistic qualities and for its theoretical substance. 
Mr Sirgaonkar took the class to Trombay. He was the art master of 
the Elementary and Intermediate classes.^ It was 1940, I was sixteen 
years old and learning to paint from scratch in the Elementary class. We 
has to do geometrical designs, draw the still life of arranged objects with 
graded pencils, ranging from HB to 6B, do memory drawing, lettering and 
paint leaves and flowers in watercolour straight from the plants which the 
mali (gardener) would cut from the campus garden and place in bottles 
filled with water, on our desks. 
The trip to Trombay was a rare treat. Mr Sirgaonkar did not have 
much opportunity in class to show us what he could do, how he himself 
painted. In class he merely supervised our work. But, at Trombay, he 
unrolled a mat and opened his watercolour kit. He pinned a sheet of 
drawing paper on a board and asked one of us to fetch some water in a 
jam jar from a watering hose nearby. The array of watercolour cakes of 
JJ School of Art, Bombay 
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pigments gleamed in tlie sun. Mr Sirgaonkar dipped a fat sable hair brush 
in water and worked it on a cake of chrome yellow until the brush was 
loaded with colour. He then held the board, almost vertically and spread 
the yellow over the paper more or less evenly. I will never forget his 
remark. He said: "I paint the whole paper with a yellow wash first to 
indicate a sunny day!" He then mixed in greens and browns, painting the 
nearby trees and bushes and some houses in the distance. The painting 
was in confluent colours, with colours merging with each other. The effect 
was that of the 19th century British watercolourists. Semi-competent 
watercolour landscape like Mr. Sirgaonkar's abounded in the annual 
exhibitions of the Bombay Art Society. 
I studied at the JJ for about five years under different teachers. 
Then in 1945 1 took my painting kit and went to Goa where I painted a 
number of landscapes of the Goan countryside. I brought all the paintings 
to Bombay and exhibited them at^  my first one-man show which made me 
talked about among the Bombay artists, which was more important than 
the financial success. There were many landscapes in the show, painted 
in a new way, seen with a new Vision. I did not paint in transparent 
watercolours. I painted in gouache, that is, opaque colour. 
I met Raza. He was famous for his townscapes, also painted in 
gouache. I knew Ara too. He painted flower studies and compositions 
Bombay Art Society Salon 
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with human figures but he never painted landscape for its own sal<e, like 
Raza and me. Ara did water colours and oils. I came to know Husain too. 
He painted mainly figures in oil on canvas. Although he has said that he 
went of to'' none has come to my notice. Perhaps he painted landscapes. 
We can now look back and be surprised at the fact that those of us 
from the Progressive Artists. Group Raza, Gade, myself-how we completely 
broke away from the influence of the wishywashy 19th century English 
watercolourists and. came into our own individual styles. Our landscapes 
were not only very different from the British painters like Turner and 
Constable but from the French Impressionists too, although we were also 
modern. We were bold and full of fire. Our landscapes were vibrant with 
brilliant colours. Husain too showed great power and boldness in his figure 
paintings. We were, we fancied ourselves, forging modern Indian art with 
a blast. 
There are not many Indian artists today who paint excellent 
landscapes because apparently the genre is out of fashion. Modern Indian 
art, the best of it, I mean, is the best in the world, now that the art and 
aesthetics of the West have begun to show signs of tiredness. But 
landscape painting in oil, acrylic or watercolour has yet to be raised to 
the level of Fine Art by the younger artists of India. Indian miniature 
paintings are full of Ian 
Gujarat to paint landscapes 
13 
dscapy backgrounds. But such views do not tally with our present day 
landscapes which industry has put in turmoil. A broader brush is needed, 
a richer impasto of paint, in order to reflect life in modern India. 
There is no documentation, no archives of photographs, no art 
history of the modern period of Indian art. It is, therefore, under the 
circumstances, difficult to figure out when the first landscape paintings, 
landscapes as fine art and not as kitsch for calendars and chacolate 
boxes, first appeared and by whom were they painted. Amrita. Shergil 
painted groups in the environment of rural landscapes. I have not seen a 
landscape by her rendered as a landscape for its own sake. Even if she 
did one, one swallow does not make a summer. 
Relying on guesswork and conjecture. I am of course subject to 
correction. I surmise that it was PT Reddy who painted landscapes in the 
modern idiom before anyone else in India. In the monograph on his work, 
edited by Dr AS Raman, there are reproductions of landscapes and 
cityscapes dating from 1937 onwards:^ to mention a few. There are many 
excellent landscapes-examples of landscape painting in modern Indian 
art in Reddy's book on his work. 
I must mention here E Mogul. He belonged to the group of artists 
from the JJ who were called."^  PT Reddy, MY Kulkarni, Clement Baptista, 
*^  Municipal Building, Bombay", oil, 1937, "A Street in Bijapur", oil, 1939, "Sion Fort", oil, 1942, 
The young Turks -14 
MP Bhople, AAMajeed and E Mogul were members of this band of artists. 
They preceded the Progressive Group by eight or even ten years. 
I knew Mogul and the others at the JJ. I knew Mogul better than 
others. After the great Quit India disturbance in which many of us were 
expelled, including myself, Mogul stayed on in the school. Later, in 1945, 
he left for England and from there moved to Geneva where he lives with 
his Swiss wife and family. His earliest work, I remember, done in the 
1940s, was of a factory mill on the outskirts of Bombay, a powerful painting 
in thick oil paint laid on the canvas with a knife, a palette knife, that is. A 
daring work for that time: Solid browns and black and a thick white sky. 
Mogul paints landscapes in Switzerland and exhibits them successfully. 
The, real difference between the "Young Turks" and the Progressive 
Artists' Group was the use of conceptual colour by the latter. "The Young 
Turks", who were actually older, were conservative despite their name: 
They remained locked into seeing colour in the realistic sense of the 19th 
century type of British Academic ponraitists and landscapists. This is a 
historical fact and no one Can challenge it. The Progressive broke, away 
from realistic colours and produced novel' forms and unrealistic colours 
induced by arbitrary "concepts such as that of form, colour and line. That 
line was the attribute of skill, form was produced by intellectual and colour 
was a product of emotion. They painted green or blue nudes and 
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landscapes with red trees and black skies. It was a joy in colours used 
with total freedom, the freedom from the conventional.^ In Bengal the 
Calcutta Group played a notable role in giving the right direction to the 
landscapists. Gopal Ghose was outstanding among them. 
A vinash Chandra who lives in London-he was originally from Delhi-
is an important painter of landscapes. These are large catyscapes with 
pyrotechnic sun and moon. Some critics have likened Chandra's paintings 
to Paul Klee's, but the fact is that Chandra's landscapes are clearly 
influenced by the works of Raza and Gade. 
Ram Kumar and J Swaminathan are among the major landscape 
painters. They represent the spirit of the 20th century art at its best, 
according to knowledgeable critics. Art is simply a reflection of the times. 
What the ancient artists were doing during their times) the modern artists 
are doing today and what they do will become traditional in the future, as 
the past is tradition to us. We must get the perspective right. And 
perspective is imperative to landscape painting. It's a view and you can't 
view anything without perspective, that is, proportion and the relative orders 
of magnitude, even if you see with your mind's eye. 
Akbar Padamse has contributed very important landscapes. His 
recent efforts called' are cubist-surreal works with several planes in the 
same painting. Raza no longer paints landscapes. Yet his tantrik oriental 
Orthodox and the academic 
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paintings, done large and with bright reds, oranges and yellows appear to 
be abstracted reflexions of his earlier cityscapes of Bombay with its 
glittering cloth markets of silk and gold brocades of patterns and designs 
done in paisley and abstractions of paisely which incidentally is an Indian 
form of Islamic origin, with a Scottish name!' Fancy that, how things 
change in word and meaning! Manu Parekh is among the younger painters 
whose work must be watched. He is already in the mainstream of artists. 
His landscapes are powerful and they reflect, like his figure works, a 
relentless energy and brutality which reflects our times. Paramjeet Singh 
is also a remarkable painter. While Parekh is a formal artist, Paramjeet 
Singh is a realist. His paintings of vistas, clouds, water, vegetation are 
realistically structured and yet there is something very surrealist about 
them, not in the sense of the surrealism of the West which is essentially 
Freudian. Paramjeet's surrealism is the surrealism of Brahman. 
Those, who have watched the overwhelming figurative paintings of 
Sunil Das and Jatin Das, not related, would enjoy seeing them paint 
landscapes. There is indeed a lot that can still be done in landscape 
painting for after the'^  Cezanne and the' early Cubists who have done 
memorable landscapes and townscapes, the art of landscape painting 
hardly exists in the West today. Apart from kitsch, there are no original 
landscape painters in the world today, not even in China where calligraphic 
Post Impressionists 
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landscapes in ink on silk were the masterpieces of their day. They were 
jewels. 
There is a bright young woman painter of abstract landscapes. Her 
name is Nimisha Sharma. Her view of the four seasons-summer, spring, 
autumn and winter-sums up the,^  ° It is said India has six seasons. But I 
see only two seasons in India, the dry season and the wet season. As 
paintings, however, Nimisha's abstracts of four seasons are significant 
because they breathe modernity. The traditional is not enough to express 
our complex and distorted era. We absorb far more energy than our 
predecessors did and we need Art, great Art for its energy in order to 
replenesh us. 
Just one more artist and tragically he is no more. His name: Mohan 
Sharma who died young in his 40s. He painted some remarkable 
landscapes ala Feininger somewhat, but nevertheless with great skill and 
sensitivity which comes with the painters from Nathdwara among whom 
he was one of the most brilliant. 
I learnt about colours and enjoyed them by looking at flowers when 
I was a boy. Kishori Kaul sits in front of her garden in Delhi and dabs her 
canvas with delicate colours which become flowers and pools of light. Her 
contribution of landscape in modern Indian art is original. It extrapolates 
from French Impressionism no doubt, but the ultimate impression you get 
Quintessence of abstract landscape painting 
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from her paintings is quite different. It is a ricii experience of flowery 
essences emanating from India's soil. In the South KCS Panikar painted 
brilliant landscapes in the crisp, vibrant Impressionist idiom, before he 
came under the spell of the'' 
In this documentation I have, through recall and knowledge, put 
down names and ideas of those who have contributed towards a facet of 
modern Indian art, that of thfe landscape. Its range spans from Cezanne 
and the Cubists to Surrealism and Brahman, even beyond that, in which 
the artist arrives at the total concept of Nature, that Nature is the sole 
principle. 
Tantric symbolism 
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VARIOUS TECHNIQUES AND TREATMENT OF 
LANDSCAPE PAINTINGS USED BY 
CONTEMPORARY INDIAN ARTISTS 
Ram Kumar 
Ram Kumar (b. 1924) Bom in Simla, Himaciial Pradesh, he received 
the Degree of MA in economics from Delhi University. In 1950 he studied 
briefly at the ateliers of Andre Lhote and Fernand Legar in Paris where 
he came into contact with leftwing intellectuals such as Louis Aragon and 
Paul Eluard. He returned to India and worked for the peace movement 
and in 1969 he traveled to America and Maxico on a Rockefeller fellowship. 
He had over thirty-five solo-exhibitions in India. He has also participated 
in group shows such as "Art now in India", London and New Castle-
upon- Tyne (1965), Contemporary Indian Art, Royal Academy of Arts 
London (1982), Artistes indiens en France, Centre National des Arts 
plastiques, Paris (1985), Coups de Coeur Hailes del'lle, Geneva (1987), 
National Gallery of Modern Art New Delhi (1995). His works was also 
shown at Venice Biennale in 1958. In 1972 he received Padma Sri from 
President of India. Besides a painter. Ram Kumar is also a renowned 
Hindi writer. He has written several short stories. He has been awarded 
by "Prem Chand Puraskar" from, the UP Government for' a collection of 
his short stories. Ram Kumar now lives and works in the Delhi Capital 
City of India. 
Meri Priya Kahaniyan 
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The early Oil paintings of Ram Kumar from the^ depict human 
figures in utter isolation. The Melancholic figures are huddled together in 
such a way as if bound to' each other by a shared hopelessness, staring 
at us blankly, harassed looking men who could be unemployed office 
clerks in a totally mute city. Ram Kumar's early works depict the Indian 
Holocaust of 1947. 
It is not solitude we feel in Kumars paintings, of this period. But on 
pathetic loneliness- he even titled an award- winning painting^ perhaps 
he was reflecting the sorrow, the loneliness and the alienation of hundreds 
of thousands of refugees displayed from Pakistan in 1947 among whom 
he was living at that time in old-Delhi. However, the mood, of his work 
changed dramatically when he began painting semi-abstract cityscapes 
inspired by Varanasi (Formerly Banaras) on the banks of the Ganga. The 
'eternal city', India's spiritual capital. Geometric forms and shapes 
representing habitations, and places of worship are coexed together, 
marking the picture look compact with sculptural feeling. His later, more 
abstract and liberated landscapes of the snowy perches of Ladakh acquire 
the grandeur and majesty of the Himalayas. 
Ram Kumar was once known for the pale, drawn faces he used to 
portray in dull brick reds. But he has traveled far since 1950's, and today 
he started painting what he describes as semi-abstract landscapes using 
^Mici-1950s 
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yellows: blues and greens. They express the same sadness in a mellower 
way", and be equally effective he says. 
Of all the modern Indian painters, Ram Kumar is the most solitary. He is 
also the most-painterly painter. He is solitary when, in his paintings he 
opens a window and almost reluctantly lets us see what he has seen. This 
window belongs to him and him only as a man's very concept of God or a 
very personal view of life. Yet, with a strange immediacy, his painting built 
up a rapport between his vision and us. 
When we look around the landscapes, of Ram Kumar a strange 
impression is made. We realize vaguely its familiarity of the unmistakable 
world of Ram Kumar we at once aware of a new element it throbs with a 
new life of a kind not much been in his landscapes before distinguished 
though they have been all along. It is partly because of Ram Kumar's 
palatte which completely eschews the somber aspect which has been 
quite a characteristic of his canvas. It is as much due to the lively, charged 
manner of his brush work, which has discovered its new potential a distinct, 
hitherto unfelt dynamism. 
His colour sensibility even been subtle and sober. But in his hands 
this subdued range of colours of soft greys, greens and earth, colours 
rise into an eminence of their own which is realty without my parallel. 
"After alone can whisper rather than shout" 
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His concept of landscape has been of a most suggestive kind with 
a plastic statement that limits the incidental and detail to the barest 
minimum, excelling as Ram Kumar did with a very well-knit, flat. Contiguous 
scheme of composition and colour. His skill and sensibility had reached 
its consummation in his' 
But he now breaks his own record. There are now his painting 
without titles, no such any reference, which would help one to read into 
them. One is free to look at them, each time one look at them, it is very 
likely that a new aspect of their's kindles one's imagination. As images 
they are a synthesis of wide and varied experiences of Simla, Banaras 
and Kerala- singing up after fruitful gestation. Sometimes we saw a lowly 
roof overhanging an expanse of placid water, a river side scene, perhaps, 
battled in glowing orange-brown, with boats and masts. 
There are some works of Ram Kumar which seemed to suggest a 
hamlet complex lively with an^. The strokes adding a rhythm of their own. 
A glacier, a precipitous gorge, a mountain slop, the blue pool sunk in the 
hills, pastoral glimpses- they may be anything or all this. 
Sometime Ram Kumar's painting is in easy grasp, an onlooker can 
easily get it at its first glance, a landscape with a country fence of faggots 
lined against a deep horizon, the entire picture conceived in an astonishing 
wide perspective. Such a perspective that takes in a panoramic view is 
Banaras Series 
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characteristic of all the recent works of Ram Kumar. 
At present Ram Kumar is doing his paintings with Acrylics on paper. 
Shows of the oils of this senior, Delhi-based painter often came at regular 
intervals to the galleries. The most recent exhibitions, in a medium not 
with the eminent artist with the work, done on paper instead of on canvas, 
probably betokens (indicates) the early arrival' of vintage Ram Kumar's in 
near future. 
Stylistically, these acrylics are part and parcel of the oils that we 
have seen in the past few years. Those who remember Ram Kumar's 
work soon after his return from Europe know well the continuing changes 
in his artistic journey. As a painter who presents the abstracted essence 
of landscape, he is unequalled in the country. In such work, the latitude 
of interpretability available to the viewer is very wide and hence, also, the 
immense pleasure that goes with it. 
Q 
The thrusts of paint, blues and browns the canvas (in this case, 
paper) like splinter of wood wedging pointedly into tapering, sharply 
triangular areas. The simile is apt because a few paintings remind us of 
the huge side of an excavation where coal is discovered and cross-sections 
of burnt wood, of wood charred into coal, are seen. 
This wood must have started forming into coal centuries ago. The 
spaces Ram Kumar paints also project a sense of agelessness. Atouch 
Hitherto associated 
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of Stonehenge, perhaps in some of the bleaks works a whiff of the wild 
heath on which^ It may be, the master is painting cataracts of water 
speeding laterally overland. Of one thing we are sure that he is painting 
primarily the mood of open space. Land is a reflection of the human 
mind, and Ram Kumar leaves it as mysterious and awe inspiring as it 
should be open space also intervenes in the form of the sky, often painted 
just pure white, chalky white, all the romanticism of conventional blue 
eschewed give tribute to the painters growth, to this mastery and maturity 
of years. 
Though I am not at all closely familiar with Ram Kumar's story 
writing but I believe that the atmosphere of these landscapes arid that of 
description of nature in his short stories do have a meeting point. In both 
the arts, he represents great simplicity and an elemental force. 
Those who know Ram Kumar are not surprised that he is a self-
effacing personality. No fanfares, no grand appearances in press and 
public but withal a charm and serenity appropriate to an 
intellectual.Miraculously, his paintings arc even something more. 
STYLE AND TECHNICal PROFICIENCY IN RAM KUMAR'S 
LANDSCAPES 
Ram Kumar has given a new turn to the art of landscapes. A 
premonition of which can be viewed by his Varanasi drawings of the late 
9 
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sixtees. He is a somewhat grim vision of the amoral primordial force, of 
the geological strata that can and does change the face of a continent. 
His spatula and brush sear across the large caflvases leaving behind the 
jagged trails of the elemental force the existence of which lies beyond our 
average vision. The landscapes seem to rush out of the picture frames. 
His very use of pigments create irregularly receding colour planes, some 
acrylic some oil, (he mixes the two in many canvases), and brings about 
a thrilling texture of pictorial space 
The, pigments, on Ram Kumar's Canvases, have an existence of 
their own. In Ram Kumar's works, the pigments, in their varying texture 
and opaqueness first represent themselves and then help the artist to 
create of vision of the forces of nature. The smear, the spread and the 
Staccato' stretch of the pigments are ; they are themselves and they 
represent the artist's vision, it is this ambivalence of the very material 
which aids a rare painterly quality to Ram Kumar's canvases. And this 
characteristic treatment also brings in spaciousness which could have 
been impossible it view of the heavy loading of the Canvases. 
In the drawings of Ram Kumar we will notice how the artist 
spontaneously used various materials for achieving a kind offeree in his 
work. 
Ram Kumar is a part of the Vast post-independence renaissance 
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that swept this country in the late forties and fifties. Like a number of 
today's major painters he had his grooming .in west more specifically in 
Paris. But right from the beginning he never felt self-conscious about the 
new influences he was absorbing in these formative years. 
Inevitably Ram Kumar takes the road to abstraction. His great middle 
period is made of the Varanasi series. He captures the bleak look of the 
City, of the traditional houses and the expanses of the Ganga River in a 
way that is as . This was a fairly long period in Ram Kumar's career, 
before he universalized the subject and reached the grand era of his 
brilliantly coloured abstract landscapes. 
And it is this era that Ram Kumar has been working for the most 
many years. The large swathes of paint that cut across large-sized 
canvases, the dynamic imprint of the palette knife the development of 
cerulean blues and yellow ochre's as well as whites- all these become 
halfmarks of the and man-mad environment which Ram Kumar continues 
to project. For one reason this artist is respected for is his integrity and 
sincerity that is he paints only according to his inner urge, oblivious of 
the temptation for aggressive and dazzling efforts. Ram Kumar shows 
power and strength in his organization of colours, forms and space areas, 
and of carrying out the subjective intent content and impact. 
His earlier figurative works and towns caves gave out the still, sad 
Austere as it is evocation 
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music of humanity. Then came the Varanasi inspiration. Nature claimed 
him, heart and soul and with that, the world of brighter and warmer colours. 
He turned out through the years a fairly large number of landscapes 
presenting the loneliness of Nature in his characteristically gentle and 
sober manner. Ram Kumar's recent landscapes differ from his previous 
landscapes. The recent landscapes are no longer muted and muffled 
they assume . The music they radiate is the music of exaltation felt in the 
presence of the elemental forms and phenomena of nature that is the 
skies the flow waters the mists, the mountains, the rocks, and above all 
the play of light and shadow. Naturally, the resemblances to natural objects 
recede further. The paintings have acquired the quality of near abstraction 
in a more marked manner. They succeed in communicating the subjective 
feeling 
And all this magic has been wrought by conspicuously painterly 
means that is notably by making the diagonal, vertical or horizontal area 
of his whites and gradations the tones of white (along with the whitish 
streaks, bands and splashes) play the most prominent role in composition. 
(Red was used later in his palette of blues, yellows, browns and blacks. 
But the bright rich, intense colours serve the subsidiary^^ the central areas 
of white. Through skilful manipulation and organization of space areas 
and forms. Ram Kumar is able to create the content of rhythm and 
Proportions of bursts of a triumphant melody 
Rapture and ecstasy 
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movement. The paintings of Ram Kumar convey their spatial depth and 
rhythmical quality the most felicitous use of bright colours added attraction 
of decorative force. There is a competent consistence in the evolution of 
Ram Kumar as an artist. The simplified patterns or his paintings are solidly 
organized in a^ ^ the almost monochromatic colour brown and burnt sienna, 
is stretched in its tonal variations to achieve depth and intensity. There is 
little or no chiaroscuro; only the painted hints of related greys in low key. 
From an early absorption in the, predicament of man, hapless and in 
travail, he has reached the organization of pure forms without figuration 
references; his paintings has an ordered intellectuality, a calculated 
coldness, exemplified by his pictorial sequences of Banaias, became to 
him a Byzantium. The paintings have a crystalline quality with coruscating 
squares and triangles; the style is sharp and naked as a blade^^ There is 
an organic feeling in the evolvement in Ram Kumar's work of the early 
1950s to the San Jauli/Banaras landscapes to the later inscapes. 
In Paris Ram Kumar was taught by his teachers that to draw the 
figure, a straight line and then the curve was the key. Late the change in 
his work came. His stop over in Greece after the Venice Biennale, where 
he saw a Japanese painter, Hokado whose works inspired him. 
Then on return came the first contact with Varanasi was very awe 
inspiring to him. He found that humanity was tremendous so he look it as 
Tantalizing economy of drawings 
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a subject and wanted to eliminate it. He thought he was never able to do 
justice to it. Ram Kumar visited Banaras so many time to revive and refresh 
his memories of course they change from time to time. At first they were 
just images of Ghats, straight forward, but later they became more 
complicated and organizational. After all he was maturing as a painter 
also, and so memories of Banaras receded. And this slowly given way to 
what is now quite essential statement. Ram's technique to changed. His 
perspective in looking at the things, people and the past; put together, his 
attitude to the continuum of time which is recorded in the psyche and in 
the scene in terms of "action" has changed also. Ram's world picture has 
not changed. What has changed is the way to the abstract and brief 
chronicles of the time. This was portrayed as the human predicament in 
the first phase, prior to 1958. Later it was conceived as vision itself in so 
far as this can be portrayed as a kind of space-age view. In the very 
recent work the presence of the living force of nature, man and landscape, 
has come of the living force of nature, man and Landscape and has 
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come to be expressed more obliquely . This mystique in Ram Kumar's 
painting of the past decade, the indefinable but concrete feel of the living 
landscape now epresses the painter's sensibility. The spectrum of this 
sensibility has to be defined also. 
It is best at this stage to look closely at the means the painter has 
As a mystique 
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employed to make his points, map his feeling or to image a complex 
situation or an "abstract" position, it is definitely, altogether an abstract 
vision. If we rapidly survey the work of twenty years we, will see that in 
the start there was no sudden change in imagery or a wild leap on to a 
fresh premis. The transitions have been gradual and almost imperceptible. 
First the people, the figural aspects; were reduced to single. Isolated 
figures which stood in like stances. These sentinel symbols first appeared 
before backdrops of fragmented planes; or stood before and wasted 
landscapes. Later these figures which haunted the landscape in the 
background disappeared altogether. Then in the years between 1960-64 
Ram Kumar used for his imager architecture, houses, lanes, shadows, 
reflections in short structure itself, what even man constructed as the 
basis of abstract formulation. Man made landmark formed the architectonic 
of one aspect of the Banaras period. As this got further sublimation- and 
became the far view for example- the sweeping panorama became 
paramount as perspective as perception. Now Ram Kumar took a rather 
expansive view of nature a kind of birds eye view. These prospects emerged 
concurrently with the "reformed", more structure based, imagery- the 
sublimated landscapes which were cityscapes. In the period from 1960-
20 
64 Ram alternated between of abstraction. Colour and the complexity of 
imagery determined the mood of the painting. The years from 1960-64 
comprised a predominantly "grey" period, the sternest and the austere in 
Awkward, marionette 
20 
The "literary" and the "pure" styles 31 
his career. Using the encaustic process Ram even delved into shades of 
black. Greys derived from blues and browns set off the facets of the 
textures, the drifts, the engulfed landforms, the isthmus shapes and the 
general theme of the fecund but desolate landscape. The wasteland, based 
to some extent on Eliot's poem is a landmark of this period. Between 
1965-68 the cityscape by the bank of the rivers or the shores of lake of 
beside a canal (Kashmir arid Banaras appear to combine) were the themes 
that Ram Kumar essayed. Sky and foreground expanses were suggested 
by the overturns of pleasant colour. This is Ram's "picturesque" period. 
The somber and the tragic mood following the disenchantment of the 
people is followed rightly enough with this interlude of gentle lyricism. 
These paintings are soft pinks and greens make the intensity of sterner 
greys Kerry less. There is a ^ which is not quite lush in these paintings. 
Though there is a nothing decorative or decadent in the work of this 
period here and there an accent is false or fragile, or the imagery 
connecting two movements is a little forced. 
By the end of 1960s Ram took stock of the tire situation, it appears. 
He must have felt that he had come far, far away from the gaunt and 
dramatic themes of the earliest paintings. The few remembering works of 
the early period- refers to man as a symbol of the abstract and brief 
chronicles of the time. Still, silent and sentinel- like, such people stand 
Limpid quality 
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before angular and violently faceted and fragmented backgrounds which 
relate to nothing that is recognizable as environmental structure- as the 
dramatic personae, these "actors" as spirits, were to melt into air, into 
thin air, then the "cloud- capped towers, the gorgeous palaces, the solemn 
into temple" and indeed all that we shall "inherit" would dissolve like the . 
Then perhaps Ram Kumar decided that he should disenchant these spirits 
and consider the very elements with which they are formed, air, fire water 
and look into the very life of the things then he realized that everything he 
saw has its origin and that origin is nature. But while he chose to sea 
release or reassemble the angular, mysterious forms, he also chose the 
multiple perspectives he had learnt to master. Besides he could liven the 
palette enrich the unherently lyrical movements of the "picture sque" period. 
There is a spatial quality in the recent paintings of Ram Kumar 
painting done onwards 1970 a sense of flight of movement and there is 
an aerial perspective (sometimes a series of perspectives) as, if the painter 
seems to look a landscape in a number of ways, from different angles 
and from different view points. It has been see that many of the forms in 
the recent paintings refer to and resemble the forms in the violently facetted 
and fragmented backgrounds of the paintings of the mid-1950s. The 
increasing mastery Ram had acquired over, paint the movement there is 
in paint applied sensitively, and with a purpose- made Ram decide to go 
"Baseless fabric of this vision" 
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the whole way into the abstract painting. Though he remembered . "It 
was not the voice of man in distress, which concerned him now. Sometimes 
it was the heavy and the weary weight of this entire unintelligible world. 
Which created the mood sometimes it was the lyricism inherent in nature, 
which determined the tones of his painting and functioned, as illumination. 
Ram seemed to be very much impressed by the Wordsworth who said, 
"Nature never did betray, the heart that loved her". 
Ram Kumar's technique also got changed. Naturally, no painter 
can make his vision real unless he has the technical means and has the 
skill to do so. When Ram Kumar entered the first phase of his abstraction, 
he was learning to use pigment as the plastic ingredient in the painting. 
The early abstract paintings (1958-64) relied heavily on the built-up of 
closely linked, contiguous facets of pigment. The virtuosity displayed in 
structuring a homogenous surface- the relief map has soon gave way to a 
more emphatic, economical but eloquent, both of form and of colour. 
Architectural formations which were explicit in the middle period of the^ '* 
the structures of houses, passages, lanes, levels, shadows, reflections, 
interiors etc.- which represented that aspect of time concerning life in its 
environment of air, light and water a kind of mirage of life, ultimately got 
replaced by a further view, the of forces work in a total environment. 
Instead of depending on textural effects and the vitality of the variegated 
The "still, sad music of humanity 
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detail, built up carefully with the spatula. Ram now depends on colour 
planes and multiple perspectives in which colour is daringly and 
dynamically used, often very thin and almost like a wash, and not as a foil 
for textural effects but as a kind of sprung rhythm that tensions the theme 
and caries body its own symbolism, 
Obviously, we have to go though Ram Kumar's recent imagery and 
look closely to see how it characterizes him, as a painter of abstracts. 
Are these forms in any way symbolic? Are these emanations of some 
kind, shaped unconsciously by a force stronger than the nostalgia for 
landscape, the remembrance of things past, or the concern for nature? 
The answers to these questions would be explicit and relevant, really, 
only when we stand before the well ordered display of the painting of the 
period as we analyse these paintings we will get the answers by the 
paintings themselves, the answers that lies within the paintings. 
It is clear that in the period between 1954 and 1958. Before the 
dramatis personae completely melted into then air abstract formations 
functioned as the background to Ram Kumar's intense figural paintings. 
The forlornness and isolation of these figures could not have been, depicted 
more dramatically, I believe, than the manner in which they are their 
contortions and constrictions are echoed by the angular" of the 
background. This tumble down backdrop served extremely well, as we 
Wrapped and fagged shapes 
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see, Next, in the coming phase when these dramatis personae had melted 
into thin air, Ram Kumar painted semi-representational landscapes in 
which the architecture was recognizable but the foreground and the 
background were abstract formations. This is the Sanjouli early Banaras 
period. In neither case was the divorce from "reality" total. 
There is one strange and remarl<able painting by Ram Kumar of 
the Sanjouli period which demonstrates the work of unconscious figuration. 
This is a striking instance of personification of the landscape what is 
remarkable is the stylization of the buried figure. Both the figure and the 
spatula work recalls Hussain's methodology. But we have to see the figure 
in an upright position, that is, turn the frame round so that right frame 
stands at the bottom. Ram Kumar dropped of this manner of composition 
for the most essentially expressive and symbolic kind of painting, which 
emerged along with the wasteland. It took perhaps a great deal of 
unconscious effort to abandon what was in truth an expressionistic 
principle, which was at one time passionately and purposively figurative. 
In the late 1960s Ram Kumar decided to draw his images from both 
kinds of backdrop of the late figural period, and of the early people less 
landscapes. He took the abstract forms of the former .period and the 
textural impressions of the later. He compressed the separate messages 
and imagery made them one significant, meaningful unit. This compressed 
The starkness and solidity 
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expression which carries in it the abstract unpleasant look of man and the 
human and tactile feel of the living landscape, characterizes the style of 
his recent works and, infact which is the basic essence of his paintings. 
William Words Worth who has wrote a famous poem prelude can 
be applied to Rain Kumar's works. I will apply some passages of him 
here: 
Seeking the visible world, not Knowing wtiy. 
The Props of my affections were removed, 
and yet the building stood, as if sustained 
By its own spirit. 
In a large painting of 1992, Ram Kumar claims to be looking for 
lost times. We cannot be too sure whether he is not in fact searching for 
a lost future. The canvas docs more than bring together odds and ends of 
memories which arc all that remain of the past- wrecks of buildings which 
once served as places of work or homes In which people dreamt about 
27 
the future , which were once whole and even a flag which perhaps served, 
as the symbol of a cause to fight for Another passage, which is also from 
prelude, could be applied to the post-Banaras period i.e. after 1965; 
"Oft in these moments such a holy calm 
would overspread my soul, that bodily eyes 
were utterly forgotten, and what I saw 
Appeared like something in myself, a dream 
A prospect in the mind." 
Unrecognisable bits and pieces of objects 
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Wordsworth was known is a poet of nature. Nature was his nnain 
source of inspiration same is the inspiration of Ram Kumar. Ram Kumar 
also gets fascinated by the elements of the nature i.e. land, water, air 
which are the main ingredients of his paintings. 
These preliminary statements place the evolution of Ram Kumar's 
abstract painting in perspective. Seen in this light the middle period of 
Rim Kumar's work has be freed and completely sorted out only in the 
serene and superb paintings of the recent phase that begins from 1970. 
The remains of the past are present there. There is a movement 
and a kind of bird's- eye view of landscape. Wedges of land and expanses 
of water; demarcations of land as arid and fertile, febrile rock and luxuriant 
vegetation; sunlight and shade; moisture; mist. The figures have melted 
into thin air. So have the gorgeous palaces and the Solemn temples Sanjoli 
(Simla Mills), Banaras, Kashmir, Greece, Ranikhet. 
It is really a long journey through nature and life to be able to see 
things in this way from this perspective as Ram Kumar had. It takes both 
times as well as a very keen observation to look at the things around and 
must of all is the dedication towards the work. Ram Kumar is until now 
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doing paintings with great . 
He is still trying to go forward and simplify. His mission of Abstraction 
and Simplification is still in its process. Which will definitely going make a 
history of its own. 
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PARAMJIT SINGH 
Paramjit Singh is one of the greatest artist of the world. He is a 
natural painter. He loves nature too much. Paramjit Singh adopts nature 
in his life. (He is doing his landscape painting with faith and devotion. He 
is known for his painting not only in India but in the entire wof-ld. 
Paramiit Sinqh was born in 1935 in Amritsar, He studied in 
the Delhi School of Arts and Delhi Polytechnic. After he passed out of the 
Art School Delhi Polytechnic, Delhi in 1958, he decided toForm a group 
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along with other artist. The group was named the group was formed as 
survival was the first priority and they felt together in a group they would 
be able to face the world head on as they could all motivate and encourage 
each others to work "THE UNKNOWN GROUP" comprised as the name 
suggest a group of young and unknown painters and sculptors of Delhi. 
The other artist who were part of group were Eric Bowan, Nand Katyal 
Ved Nayar, Suraj Ghai, R.K. Dhawan, S.Vohra and Arpita Singh, the 
group state together for 4 years he bound up. 
Paramjit Singh working on the themes of nature since last 40 years. 
As a painting of nature-contributes one of the very few Indian artist who 
painted on nature. There has been three main phase in his work 
which, I am going to discuss in following chapters. 
"" "THE UNKNOWN GROUP" 
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(a) His painting with stil objects; 
(b) Paintings using stones as main elements in the bacl<drop of nature 
use of element of Fantasy; 
(c) Return to pure nature more emphases on pigment of texture. 
Since late '50s' Paramjit Singh has gone through many stages in 
his imagery, but landscape elements have always been used in his 
canvases. Paramjit Singh, a love for nature always a part of his persona. 
So was a yearning for mystery and fantasy. The artist ascribes this to 
the ° in which he grew up. 
Paramjit Singh used stone in his painting. Sometimes he use stone 
as a main elements in the backdrop of nature. Sometimes he shows falling 
stones, sometimes as a still objects. 
As we know that Paramjit Singh is a great landscape painter. He 
always used to see the beauty of objects. The beauty of objects gave 
deep impression in his mind. He always use to think about the beauty of 
objects so whenever he wanted to make a painting. He thought about the 
real attraction, of things and tried to make the beautiful objects whatever 
he kept in his mind, he tried to make a beautiful sceneries i.e. beautiful 
garden, trees, water, grass, open sky and could etc. 
Paramjit Singh won the national award in 1970. Between 1967 and 
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1994 he had 24 solo shows in India and in important galleries and art 
centres in Nonway Germany and Belgium. In 1973 he worked in Graphics 
study of the Atelier Nord, Oslo. 
He was a faculty member, the department of Fine Arts Jamia Millia 
Islamia, New Delhi for 29 years, and retired as professor in 1992 between 
1957 and 1994 Pramjit Singh participated in 48 important exhibitions in 
India and abroad, which included the young Asian Artist exhibition, Tokyo, 
(1957) art exhibition 70. 
Among his teachers Pramjit Singh recalls Avinash Chandra who 
taught still life and Berien De, who taught portraits. But the teacher who 
had the greatest influence on him was Saiioz Mookhergea. He admired 
the way Saiioz handled colour and scheme. 
STYLE, TECHNIQUE AND WORK OF PARAM JIT SINGH 
1. Technique, work and main theme 
Paramjit just as the discovered his command over bright, clear co 
ours, Paramjit a so began to explore the qualities of light at about the 
same time For instance, he realised that if he used light from the back on 
his canvas, he could create a mysterious effect. This became an important 
part of his vocabulary. Paramjit admits that light constitutes^^ factor in his 
style. Just as he always conceptualises a pointing in colour, he also always 
3t 
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sees nature through light. Not only does light enhance - colour, pigment, 
but it also give him inner pleasure when he experiments with it. It helps 
him to achieve perspectives and create tonal variations. Even today, viewers 
are beguiled by Paramjit effects of light on vegetation or on th6 surface of 
water. All this is not to say that Paramjit does not do black and white 
drawings. But his drawings are complete in themselves and are not a 
preparatory stage for his paintings. When he does black and white 
drawings, he does so-far the excitement he feels in the graphic quality 
and the clarity of form that he achieves. 
In the 70s, a great change once again came about in his style. 
Paramjit had gone with his wife and daughter for a two months holiday to 
Manali. On long walks there he became captivated by the landscapes and 
beautiful stone forms he encountered. He was obsessed by their shapes, 
textures and the loose geometry of their forms. He decided to paint stones. 
The lithoid forms replaced the books, bottles and other stocks - in trade of 
still life. 
Living in Delhi, Paramjit seizes every opportunity to get away from 
the congested city. Himachal Pardesh is a favourite gateway sometimes, 
an artists camps takes him to the seaside. When he has left the hustle 
bustle of urban life behind him, he goes for long walks and socks in the 
many moods of nature. He does not sketch or take photographs of a 
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hillside in bloom of ricening fields of gram, of the flowering woods and the 
deep pools of water. But the images are embedded in his mind and they 
surface effortlessly on his canvas. 
Paramjit Singh's technique also change with such unabashed 
depiction of nature. He needed thicker pigment. He also began to 
appreciate the role of transparent colours and became attracted to the 
body of pigment Olive green became a favourite pigment He began to 
control the use of white, which provided opacity He began to blend pigments 
to achieve a complex colour palette. And so through a long process of 
experimentation. Paramjit Singh achieved the shimmering colours on 
canvas, which not only offer visual but tactile appear as well. While he 
travels the through familiar perspective and Palette. Often a scene is 
from above, or from a different angle each time. And then again, the 
sudden use of brilliant red, a bright blue, a pink-orange pathway create 
shocks of pleasure. 
For the last six years, Paramjit Singh has been experimenting with 
another working with wax-pastels on textured paper. In this series, he 
has used a paper made of grass ^ paper both are heavily textured 
paper awhile he was used cleverly to create texture in his pastels. 
The pastels are different from his landscapes done in oil. He makes 
full use of the greys, pinks, pale yellow and blue available in pastels. And 
Kalinpong and Saunders ^ 
he likes to work with them in summer when the warmth of the weather 
makes the pastel clouds softer, more plaint. The pastels are also more 
abstract - a delicious blur of soft colours with forms not so clearly defined. 
Like a true artist, Paramjit revels in the qualities of medium and 
material just as much as he savours nature around him, which he 
transfixed on i paper or canvas. 
From the late '50s' onwards Paramjit Singh created figures in natural 
settings. The second stage in his artistic journey was the introduction of 
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architectural elements . he painted purple Female Figure in a Summer 
Afternoon. He considers It a significant painting. The women clad In purple 
stands on a terrace looking down on a courtyard.. On her left is a grey-
white stone wall. The courtyard is painted yellow-orange and above there 
is a blue sky. The painting was pointer to Paramjit's versatility in handling 
a wide colour palette. Architecture elements came to stay in his paintings 
from this time onward By the late '60s' Paramjit was painting still life, with 
architectural and landscape elements. 
Paramjit's works has no use for over symbols no abstract meaning 
can be loaded on to it. And, nevertheless, it has an appeal to the 
subconscious, quit like the one which moonlight has if not a moonlight 
sonata. Some art always does, and perhaps always will look on the white 
goddess to draw its high enough tides but silent ones, of no sound or fury 
whatsoever. 
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In the mid '60s' 
Paramjit Singh's whole composition, its effectiveness, is not because 
of special elements, special configurations novel and startling rea ities. 
But due to the steady focusing of the eyes on the common place. A 
commonplace seen through twilight, the soft, light, the ca m eye. This 
calm composedness in the essence of the work. No agitation, no 
superfluous questionings, no brislings. With excremental forms or trick 
rise. The kind of art then has became autonomous free of the trying and 
tiring predicaments of gross reality as well as the confusing maelstroms 
from the usual unconsciousness. It is in effect the unconscious as also 
the factual, solid reality sifted and clarified, the disturbing and the 
distracting element have been cleared out. May we, then term it as escapist 
art? Well certainly, but to my mind that is no black mark. To create an 
area of peace or prayer is an necessary, as to show grand and in the 
wide open gorge of a Krishna. Both separate orders of experience, both 
equality valid. 
To these early and in style, long drawn, compositions the stone is 
an important accompaniment. It is with this the composition receive its 
balance, its charisma, its super nature. The device is simple in the extreme, 
but opt. 
The stone hung on the horizon, in sky is the counterpoint to the 
general natural formality of the foreground. Some sort of tension, a psychic 
Terror filling panorama 
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one, is created by this device. It does not stir us but enjoins on us belief 
in a form of imaginative salvation, a redemption by sharing in calm, as 
well as in accepting an event the unfailing stone which is beyond the 
powers of ones . The stone, the lowest inert, lifeless seeming substance 
has not only risen in the sky freed of a cramping gravity but it a so 
detains itself in the blue field of the sky. 
In these compositions, Paramjit uses cold colours, deep green, 
marines, others. These graded variations, those shades are by nature 
soothing uncontrative unhurting and they cater to the genera mood of 
repose. But no hint is created that anything lurking in the shadows, it is 
not tropics! Jungle not Rousseau's imagination Rather it is the lawn for a 
gentle to descend for^ ^ creatures to graze upon. Almost native in the 
manner of painting done on grass (painted for trucks or eating places) 
but not quit, the stone stops all such risk. There is no, sentimentalism. It is 
kind of stone which is lifted up like a Goverdhana by Krishna. 
Through several group shows from 1958 onwards through paw-
wow with nature as in Rajpurand Kulu the painter acquired his life lasting 
love of colour, slope and stillness. He quickly shed made objects, like 
vases and so on, for the found object, the stone, as if to be the mascot of 
his compositions. And early works An Evening After Rain became tie 
hallmark of his decade long later compositions. 
Ratiocinative consciousness 
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Paramjit admits that Saiioz Mookharjea may have influenced him 
in his love for colour, minus the latter's^^. One may say that here is a 
painter who is non-Intellectual but intelligent. A piagmatic touch informs 
explorations. He has, as he says, little use for theory, but much for thought, 
which arises as a contribution to work in process. He certainly Intuits his 
image, but the question whether his style romantic or nostalgic is very 
hard to assert or deny I'm referring to works, which he executed before 
1975, in the main. 
When the foreign particle in his work in removed (I mean the moon 
stone, as he has doe lately) the description of his work as romantic or 
nostalgic may stand with more reason. In this subsequent work itself he 
went through a transitional phase. The early work of 1976 was naturalistic, 
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as in the (and I was frankly disconcerted not because the works of the 
kind were unappealing but in that they seemed to cheat one of the super 
realism the painter had treated us to, so far). It was reversion to his early 
academic period, almost. But he has thankfully come to grow wings of 
fancy. The works seen in the National Exhibition were certainly 'nature' 
works but the treatment was eminently sophisticated adult. The perspective 
in this work is from some impossible angle and never deadpan. This daring 
gives his latest style afresh excitement, but without the enigmaticor dramatic 
stone to give them, company. In this sense he going it alone; ho ding our 
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interest even though he has dispensed with what may have been thought 
to have been the centralizing focus of the stone. To this extent he is a free 
sky dive, without recourse to the usual devices of dressing up the 
composition. In strangeness or by the usual unknown or unfamiliar factor. 
Does this make some of his new composition tame, unmetaphysical? 
This again is hard to determine one way or the other. A fine sensibility the 
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new work certainly has, a from nature; the painter's considerable 
experience in handling brush and canvas makes of the apparently 
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commonplace something aesthetically contemporary and , at least, there 
Is nothing make believe in this kind of'nature' work; the element of distortion 
is just right to give a blend of things seen by the unaided eye and the 
skillful addition to them of optical illusion. Here then Is no exaggeration, 
either towards photographic blandness -or towards a severe subjectivity. 
And thus, within Its new genre, this new non-surrealistic composition 
becomes a mellowing and softening experience. There is certainly more 
movement in the new work as in the "Water Under The Trees", and 
nevertheless, a tranquility. In still other works, a clouds can play the 
awesome role of a dagger of lightning. Paramjifs, April 1975 show (at 
Dhoomimal) market the watershed. The Ridge and the Path were indicative 
of a thaw the return to nature pure and simple. To repeat, one had 
misgivings that the magic had disappeared from his compositions; as 
though it was all too elementary now. But I also said this was only, an 39 Sensuousness skimmed 
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inevitable transitional phase- the caterpillar age before the emergence of 
the winged moth. This has now happed with his later shows. The last show 
at^ ^ made this clear. Now, though the stone has gone, many of the works 
are not simple naturalism. There is a Turnerish treatment in some of these, 
in others one is reminded (as in Descending Clouds) of the work of the 
neo-realist. Hopper, the early American painter with his vast amplitude of 
sky and waving grasses. The storm has the Turner fee. All these are 
certainly perfected works though there is an exaggeration in the azure of 
the former, and a trifle of in the latter with its flowers. "Near The Water 
and Grass" and are best of the later works. 
Paramjit has a feel for grass and the contour of trees. Only whenever 
the trunk of trees are not well submerged in a sea of grass, or when a 
tree outline is broken by a particular tree sticking out above its fellows 
there is failure familiar. In general the painter steers clear of elementary 
naturalism. The suppression and selection of natural detailed makes all 
the difference in the world between nature imaginatively viewed, and 
nature copied in its literality. 
Surely, in these new works a mysticism or romance of nature is 
built up by skilful optical or blurred effects. These works are easy on 
the eye and also soothing, they do not have the stillness as of the 
eariier works but than they have more of a feel of swaying and kindly 
Dhoomimal (February 1977) 
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swinging grosses, and branches. There is peace but not lull, no arrest of 
motion. 
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In one sense, the painter has forgone, the advantages of the of 
the earlier period to remain simple. But he has gained in some ways, 
even if he may have lost complexity or strangeness. But he has certainly 
helped art return to one of its primary duties, of delight given - delight in 
the simplest way possible though without abandoning the subtlety with 
which such delight is provided. The other painters follow him in his 
naturalism; but his work is surely a corrective to excessive technical 
virtuosity, to experimentation as an end in itself and so on. By no trying to 
be original, the painter in his recent works offers a sound art, although 
some may well charge him with having diluted it, of giving us middle brow 
work. Be that as it may Paramjt will have drawn through the instrumentality 
of his new work many more people to art of art appreciations. This new 
art is more understandable or more approachable. 
II. Use of still life along with nature 
In other words, the artiest developed from a kind of stillness to the 
flux. His early still life that stilled entire objects and space progressed 
towards the flying stone and to those compositions of the entire seventies 
in which landscape predominate. It is a moving back, a strong denial of 
the rational aesthetics and the'*''. 
Occultism 
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For Paramjit Singh taken clue from the impressionists was a 
conscious affair. But there is a difference contrary to the impressionist 
such as Monet who has captured his impressions of a specific landscape 
or some other motif at a specific time viewing from a distance. Paramjit 
Singh depicts landscapes as if they are at once distant as well as well as 
close. Yet, Paramjit Singh is a modernist but hesitates to take its destructive 
path. 
No human being is present in these landscapes as if the human 
being will destruct them. Here, it is not man but nature is the measure of 
all things. Nature in its wilderness with its dense trees and carpeted grass 
and rustling streams appears on these canvas. There is nothing but nature. 
Not even a single element of "culture" is present. There is a path. It is not 
a "man made" road but the trace of human being who has been 
trading as part, of nature. It is something like the like the''^  and where 
are can listen "the silent call of the earth" Richard Long in the recent 
years has been brushing long path "to clear away" the traces of the 
human as if to brush or sweep humanity aside so that a 'region' can 
come to appearance as the granting of a human or ode beauty. But the 
Paramjit Singh paintings suggests a human presence. The human being 
is positioned just in front of the painting, One reaches a place where a 
one suddenly realizes that one is surrounded by the dense trees, bushes 
or thick grass. 
Heideggcrian field path 
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At present the artistic art of Paramjit Singh is garlanding nature. It 
is l<ind of apotheosis of nature. Celebrating the wilderness of nature, its 
variety of moods in golden yellow. Viridian green, vermilion red and purple 
attract and hold the viewer wonderstruck. 
A little space in the form of a path or a stream or patchy region 
directs the viewer to enter further these dense landscapes. The call of 
nature. Therefore for the artist se sets the mesmerizing aspects of nature 
to present though the works of art. He is not improving nature; but tries 
to improve our concern for nature. 
III. Useof Stone along with nature 
Paramjit Singh uses stone as a main element in the backdrop of 
nature. Some-times he shows falling stone. Sometimes as a still objects, 
some times in motion. 
As we know that Paramjit Singh is a great landscape painter. He 
shows the beauty of stone in his painting. The still stone enhance the 
beauty of painting. In 1970 he completed a painting "STONE OF THE 
WALL". He got national award for this painting. There was a big stone 
had been kept in he middle of the Courtyard which is surrounded by walls 
and these was also a room one side of the stone. He show evening time, 
it looks beautiful and he also wanted to show, the nature he showed, 
sunset in his painting. Thus he use of stone-along with nature. 
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Paramjit began by painting tlie wailed courtyard of his family home 
in Amritsar. An angan is privacy - you may put flowers there, you may 
dance ..." The courtyard called for some object of greater significance 
and weight than a flower vase; "I put a stone. The sky was red as at the 
time of . Already the canvas began to demand its separate reality. 
The time of day is important to Paramjit's otherwise specific paintings 
because of its intimate connection with light which controls both colour 
and mood. It has further consequence of the evolution of the fantasy -
image in terms of the stone's and bound shadow. As the stone gained in 
identity it acquired violation. It rose, releasing itself from the basic^ .^ 
Separating itself from its shadow, creating a physical distance between 
them.As the pulls became attenuated, each was encapsulated in its own 
space. 
Floating in its special limbo the stone was joined by others. There 
showed a tendency to return to their natural environment, hovering above 
mountains, trees, ravines, sympathizing with, but refusing to be a absorbed 
by them. 
This development can be seen as a series of dialogues. 
1. Stone (still life) + courtyard (enclosure) 
2. stone (still life) + shadow (anchorage) 
3. Stone (still life) + space (release from anchorage 
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, Sunset-set; so the stone become black 
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4. Stone (still life) + nature (unenclosed environment) 
If fantasy is seen as the personal iconography of a perceptual 
process, a certain logic in the symbols makes itself felt. 
Paramjit's early interest in still life and landscape led him to 
examine''^  and vitality by isolating their elements "I lice elimination. The 
fever the objects, the more their identity comes through...." 
1. The enclosed courtyard demarcates the initial area of introspection 
(67). 
2. The drama between stone and shadow centers on the dependence 
of stone (69). 
3. Once triumphantly air-borne, it begins its descents (70). 
4. Returning to the landscape of which it is a part and which is 
seen to be immanent as the image, therefore is something 
more than causal. As an interface between interior cognition 
and outward fact it becomes a medium. The painter, coextensive 
with his image, makes a comment; meanwhile we see into his record 
of perceptual change. 
And now his new work indicates further development. Light and 
colour bring the mood into focus; the composition as always is cool, 
spare, basic Gathering orange, storm clouds impinges from upper left, 
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Compound of "stillness" 
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pushing back trees on a using mound. Tlie lower half of the canvas rebeat^ 
from the left to right. The brilliant green of the hill's runs into dense shado' 
poised diagonally against the glowing overhead orange. The eye is led 
through these simple parallels by mood: the peculiar hush that precedes 
49 
a storms. Keying the eye to the underlying situated in the heart of the 
shadow. Its function has become allegorical. 
In the 70s' a great change once again came about in his style. 
Paramjit had gone with his wife and daughter for a two month holiday to 
Manali. On long walk there, he became I captivated by the landscapes 
and beautiful stone forms he encountered. He was obsessed by their 
shapes, textures and the loose geometry of their forms. He decided the 
books, bottles and other stocks-in-trade of still life's. 
He did away with struck organization of the picture space and the 
various elements that he used to introduce in his images. The brushwork 
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became looser, . However, an element of fantasy, even a surrealist twist 
was always there. For instance, he would paint a bench in a green garden 
with a stone on it. And then he decided to the lift the stone rather separate 
in from its shadow and paint the scene with the floating suspended object. 
Gradually, the stone vanished from his canvas. From the mid 70s onward, 
his pictorial preoccupation became landscapes. He began to introduce 
texture. He sought to translate the crispness of nature on canvas through 
49 ^ , 
Polarities is a snow - white boulder 
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colour strokes. It appeared that he wanted to established, direct contact 
with nature through the medium. 
After 20 long years of evolving as an artiest. Paramjit had a last 
unlocked the door of his secret yearnings for nature and allowed 
landscapes to take over his picture space completey. For the artist, the 
landscape became an epiphany" unlike other landscapist in India Paramjit 
does not express a romantic nostalgic of untrammeled natural vistas. It is 
his private mental space and a glorious state of existence. 
SATISH CHANDRA 
Satish Chandra was born on June 5^ 1941 in Ghaziabad. He passed 
his graduation from Fine Arts College of Arts Scraft Lucknow in 1963 and 
Post graduation in Water colour painting in 1964. 
Prof. Satish Chandra was landscape painter, he inspires nature, 
atmosphere and environment. Hailing from the city of Lucknow and having 
been a professor for the past 36 years, his is a response that awakens 
the inner being in a viewer. While the show is essentially a tranquil 
celebration of the choreography of nature, it is replete with the lyrical 
nuances of leaves that rustle and the qualitative shimmer of light that 
swathes everything that comes in its way. For a moment you stand and 
back and remember those golden oldies by^ ,^ which recalled moments of 
splendour and the beauty of an emotive feel when you see a pastoral. It is 
Frank Sinatra and Judy Collins 
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as if the green blades of grass have been touched with a hint of tensile 
texture so that it turns to a tingling gold. 
'I have always found nature to be the most compelling source of 
inspiration, "says Chandra, "What nature has given me in terms of 
motivation in else has. I have traveled all over the country and done, 
thousands of sketches at various places, but the urge to sit down and do 
the oil comes only after a difficult passage of lot of work and observation. 
"Of course there can never be an identical production of nature 
and we should not want that, but I feel that, when a scene leaves its 
impact -then it sits in motion a series of emotions and feelings, these go 
into a background - but it is so marvelous that we can recall that memory 
and sometimes it surfaces to find a powerful expression. 
"But the simplicity that lies on the surface is deceptive indeed. It 
has d certain affinity for depth there are two sets of works in the show, 
there are a number of large canvases and a series of small pure riverine 
scenes set in Kerala. 
The large canvasses are reminiscent of the impressionist series of 
Alfred Sisley who loved the warm tonalities of the sunshine-and used its 
gaiety to reflect the splendour of colour. 
Prof. Satish Chandra brings us different tonalities and moods to 
Like a memory that fades 
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ponder over. While the azure blue sky becomes the most refractive idiom, 
it is the hint of habitation and the dense precipitation of the leaves that at 
once brings on prismatic fantasies. Earth and sky rejoice in these oiis 
while the sky smoothens and thinks itself out like a stretched tissue, it is 
the earthy crustacean feel of grass that thickens with life: So comfortable 
and so much at ease with the scene of the pastoral is Satish that you can 
actually lether your mind to the responses that he evokes in you. 
interestingly these large canvasses have a heightened shade of 
colouration, while the whole scene can make you drift into a dream. 
However, what entrances is the sky, its ability to draw you into its 
maw and keep you in the gaps of the crevices on earthy terrain. Then 
there is also the feeling that when you look at these works you need to be 
alone, to be with yourself to Hsten to sounds and inner responses that 
matter. That is precisely what Satish himself is, an artist who can sit for 
hours and study the quality of nature's many distinctions and its" as the 
light fades into the night sky. There are no harsh sounds here that ripple 
through the grasses. There are only hushed whispers of impaled sequences 
that stand the test of time. 
Other than the large canvasses, there are three oils in the smaller 
format of Kerala, your gaze can begin anywhere on these small gems, so 
mesmeric are they, that they can be the personification of a tapestry of 
Diminishing deviances 
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perfection. In these three works the sea and the sky both become like a 
thin amorphous blunkol of sheer salicty. Not a crease- anywhere, only 
the hint of a foamy wave that dissolves once the waters embrace it. 
"Untouched beauty", says Satish, "Kerala had a purity that I never felt 
anywhere else. I used to sit for nours at the harbour and watch the sky 
and the sea, what the changing light does to the water is magical - it 
cannot be described - because the abstract quality is so strong, yet you 
can fee! it that is why I respond. But I remember doing and it is after 
many years that I have done this series this year. 
For Satish, Kerala becomes that once in a lifetime kind of place. It 
has a soothing slower pace that gives it its own flavour of tranquility, The 
visual responses of atmospherics become the mostpotent factor that 
dominates these oils. As an artist Satish has a visionary awareness of 
solitude, as well as the possibilities of skwide openness. While the 
evanescent feel has a timbre of subtle and smoothed tonality, there is an 
austere play of both stroke 'and grain, a suppleness of sweeping colour 
the landscape picturesque. 
The show is an exalting one because it reaffirms the drama of the 
landscape, and it tells us that finally to bring you to a sublime state, you 
need a pure landscape. 
Thousands of sketches of Kerala 
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STYLE TECHNIQUE AND WORK OF SATISH CHANDRA 
The name Mr. Satish Chandra is^^ to the great landscape painters 
of our time. The creation of landscape paintings, through oil medium has 
been his Prime interest which he has pursuing all through his career as 
an artist while reviewing his work, nature .in its varying moods in the 
constant theme of his painting. He is the real generation of Impressionistic 
techniques and in a way are the expression of an emotion-recollected 
invacent or impressive mood. 
We have found that there is reflection of nature in his paintings. 
Nature is full of its life with various changes. Thus Mr. Satish Chandra 
has represented nature in his painting all the changes and moods of 
nature. He does not make use of bright colours to make his canvas of 
paintings attractive and eye catching to the-viewers. He never made use 
of red, yellow, green, blue etc. bright colours in his paintings as other 
painters have done. He never uses this cheap device to make his paintings 
eye catching and impressive. The great quality of his paintings is that the 
scene in his painting is very important and this faithful painting of the 
scene impressed the viewers very much. We clearly see and note that 
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'Mr. Satish Chandra as in the art of painting. 
The viewers note the Mr. Satish Chandra has been using the same 
Technique from the very beginning of his career as an artist. There has 
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Synonymous 
Exhibited his extreme spill and expertise gQ 
been a good painting of nature in his paintings. Though Chandra hfs 
career with water colours (It is the best medium form landscape) he has 
also worked in oil, pastel, pen and ink etc. 
His technique involves conceing an image through drawings and 
then filling them with his vibrant colours, yellow being his essential favourite 
"there is one Specific Technique the I have developed, I scrape the surface 
of my canvas with a knife which gives my work a realistic look. This is the 
mapes him quite separate and distinguished from other artist of the time 
and who have been representing nature, on canvas. As a matter of fact 
the use of bright colours catches the eyes of the viewers immediately but 
the importance of the scene goes back to catch the eyes of the viewers. 
Chandra did not aim at catching the eye of the viewers immediately with 
this cheap device. The scene is very important in his painting. It makes a 
slow appeal to the viewers but this slow appear is very lasting and it 
leaves a permanent impression of the great artist on the viewers. It is an 
extra ordinary qualities of the painting by Satish Chandra. 
Mr. Satish Chandra has painted many landscape of different aspects 
of nature. His fame like on his work of painting there is his whole hearted 
devotion to landscape painting and it has faid him hand some dividends in 
the form of the highest place among the artist of the time. 
We find smooth paint of colours and perfect harmonous, combination 
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of colours and ideas in his landscape painting he has given a new 
dimension in the art of painting landscape. He has been able to deal with 
the elements of depth in his paintings and he has provided essential high 
lights to his paintings and this is his new dimension in his art. His painting 
on canvas are rare and unique. It reveals his dynamic brush work on the 
canvas. We find that there Is a fresh style in each of his work. 
DR RAM KANWAR 
Dr. Ram Kanwar was born July 1'* 1938 in Meerut, He passed 
Diploma in Art in 1957, M.A. in drawing and painting in 1962 and Ph.D in 
1973 in Drawing and Painting from Agra. Dr. Ram Kanwar has been a 
very famous painter in our time. He is famous for landscape painting, it 
has been a great interest to create landscape painting through the medium 
of oil painting. Throughout his career as an artist he has been a devoted 
artist in oil painting of a landscape. The content thing of his paintings has 
been nature in which changing moods. We should keep in mind this fact 
when we review his work of landscape painting. It would not be out of 
place to mention that Dr. Ram Kanwar is the real generator of^^. It is in a 
way an expression of an emotion recollected in vacant or in the impressive 
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mood as , the great poet of nature. I think that future generation will 
remember Dr. Ram Kanwar as one of the greatest painter of landscape of 
nature. 
Impressionistic technique 
William Words Worthy ^2 
Once Dr. Ram Kanwar spoke of his painting. It would be better if I 
quote in his own words here. He said in my painting I have been constantly 
trying to steer clear all the complexities. 
"The art to me aims at delighting viewers and my paintings are to 
provide a dizzy rapture to the aching heart of my viewers". 
His contemporary critics and the lovers of art have rightly judged 
him that he has achieved a brilliant success in his efforts. It is a great 
credit to him. 
We have found that there is reflection of nature in his paintings. 
Nature is full of its life with various changes. Thus Dr. Ram Kanwar has 
represented nature in his paintings all the changes and moods of nature. 
He does not make use of bright colours to make his canvas of paintings 
attractive and eye catching to the viewers. He never made use of red, 
yellow, green & blue etc. bright colours in his paintings as other painters 
have done. He never uses this cheap device to make his paintings eye 
catching and impressive. The great quality of his paintings is that the 
scene in his painting is very important and this faithful painting of the 
seen impressed the viewers very much. We clearly sec and note that Dr. 
Ram Kanwar as exhibited^^ in the art of painting. The viewers note that 
Dr. Ram Kanwar has been using the same technique from the very 
beginning of his career as an artist. 
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His extreme skill and expertise 
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There has been a good painting of Rajasthani scenes in his 
paintings. He has very successfully painted the woman foll<, animals, like 
camel, goat and buffalo etc. with the Rajasthani back ground in different 
moods and styles. In his drawing posture there is simplicity of colours. 
This is the main cause that makes him from other artist of the time and 
who have seen representing nature on canvas. As a matter of fact the use 
of bright colours catches the eyes of the viewers immediately but the 
importance of the scene gives back to catch the eyes of the viewers. Dr. 
Ram Kanwar did not aim at catching the eyes of the viewers immediately 
with this cheap device. The scene is very important in his painting. It 
makes a slow appeal to the viewers but this slow appeal is very lasting 
and it leaves a permanent impression of the great artist on the viewers. It 
is an extra ordinary quality of paintings by Dr. Ram Kanwar. 
Dr. Ram Kanwar is devoted artist while he is on his work of his 
paintings. It seems that his heart and soul is there fully engaged in his 
work. His painting is a kind of deep medication when the artist is lost in 
his work and is unaware to the outer work. Thus there is his heart and 
soul in his paintings. It seems that his art of painting is the greatest source 
of highest pleasure to him. The reason why his paintings are so powerful 
in impressing the viewers and lovers of art is that we cannot separate Dr. 
Ram Kanwar from his paintings. His name reminds us of the high qualities 
Quite separated and distinguished 
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of his paintings and his paintings reveals that the painter is none but Dr. 
Ram Kanwar. 
It is said that a picture or painting is the result of the expert strokes 
of the artist. We find that in the paintings of Dr. Ram Kanwar there is . 
He never made any bones above his paintings. There is very good image 
that Dr. Ram Kanwar creates in his paintings by using his skilled hand 
and fingers in making powerful strokes to paint his paintings. It is difficult 
to make the final judgment of his paintings at the first sight. One has t o 
study his paintings and if he proceeds step by step to appreciate and feel 
the height and depth of his paintings, he may make a right judgment of 
his painting. 
We find that the paintings of Dr. Ram Kanwar are the result of this 
natural skill and the inward urge that he felt and that led him to the world 
of paintings. There is no laboured attempt on the part of the artist to 
improve his paintings. They are the just outcome of the painters in word 
urge. Thus we may say that there is in his paintings. They are the right 
and just outcome of the urge from the heart of the artist. This is why there 
is imagination mixed with the daring truth into imagination and the special 
charm in his painting. 
There is natural colouration in his paintings. It is highly appealing 
to the viewers. The effect of this appeal is to the core of the earth. It will 
Bold and brush stroke of his expert figures 
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not be out of place to mention that Dr. Ram Kanwar's contribution to the 
field of art is very great and his landscape paintings are a work of 
everlasting importance. Sri Ram Niwas Mirdha, who is the Chairman of 
Lalit Kala Academy, New Delhi is quite right and well justified when he 
says about Dr. Ram Kanwar. He says, "Dr. Ram Kanwar's Landscapes, 
done in variety of style show of the artist, in a medium which is not 
much practiced by other artist these days." There is another opinion 
about him and his paintings in Bombay Art Society and Art Journal. It 
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says , "The artist (Dr. Ram Kanwar) painted Landscape giving ." 
Having studied the paintings of the great master. Dr. Ram Kanwar I 
feel his greatness, his natural talents and natural skill in his paintings. I 
have a word to say to the new comers the subject of painting need a hard 
working hand and devoted soul. Without this, it is useless to hope to 
achieve perfection in the field of art and painting. 
There is no difference of opinion on the fact that Dr. Ram Kanwar 
is a devoted artist to his work. In his own words he says himself, "Painting 
is the breath of my life. Not even a moment of my life passes without 
some thought." It is clearly mentioned in the catalogue of L.T.G. Art gallery. 
My own opinion is the same as the great critics have said about him. Dr. 
Ram Kanwar made an intensive study of the many of nature at a very 
close range. 
The versatility 
Glimpses of natural scenes 
Fascinating ramification 66 
Dr. Ram Kanwar has painted many Landscapes of different aspects 
of nature. His fame is due to his work of painting. There is his wholehearted 
devotion to Landscape painting and it has paid him hand some dividends 
in the form of the highest place among the artist of the time. 
We find smooth paint of colours and perfect harmonious combination 
of colours and ideas in his Landscape paintings. They look like a pictorial 
poem on the pastoral subjects. He has given a new dimension in the art of 
painting Landscape. He has been able to deal with the element of depth in 
his paintings and he has provided essential high lights to his paintings 
and this is his new dimension in his art. His paintings on canvas are rare 
and unique. It reveals his dynamic brushwork on the canvas. We find that 
there is a fresh style in each of his work. 
STYLE AND TECHNIQUE OF DR. RAM KANWAR'S WORK 
Dr. Ram Kanwar did not use lines in his paintings as it is generally 
done by other artists. He has been drawing his pictures in paintings with 
masses and lines. From the very beginning of his career as an artist he 
has been painting masses and tonal graduation. Thus his work becomes 
as painting of a Landscape. In his paintings he places the figure of a 
male or a female or an animal in his landscape. The figures of a male or 
a female or an animal is generally at the centre of the picture or the 
landscape. The centre is surrounded with tree, huts, or stone pieces or 
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the bushes. It is generally the theme of a village or village life. It may also 
be a theme of jungle. The painting is^^ the effect of the central images or 
figures of a male or a female or an animal. Gradually the figure becomes 
from small to smaller in relation to the total area of the picture. He does 
not use fore ground and the background in his paintings. They are less 
unused or uncolored. This help to shift the focal point of the centre of the 
landscape. 
We find in the majority of his landscapes, the images of little known 
villages. There are scenes of Jungles of ancient trees, . There are thin 
trunks with and without leaves on the greenery; he finally puts some bold 
dots. In some Landscapes that the trees are standing lustering to gather 
in the Jungle. The foliage of these trees is so dense that they restrict or 
put hindrance to the eyesight i.e. which is not possible to see the inner 
part of the landscape because of dense foliage of the trees. It is difficult 
for the sun or the moon to penetrate the rays of light (The sunlight or the 
moon light) through the dense foliage to the ground. Thus there is very 
little light in the landscape. If there is any it in filtered or reflected othenwise. 
Because of this quality the visibility in the landscape is very soothing. The 
viewers feel coolness in his eyes. In other landscapes of trees, foliage, 
figures, water sheet or watercourse are quite clear. It is all due to the 
masterly bold strokes of the skilled fingers of the painter Dr. Ram Kanwar. 
Designed to heighten 
The scenes of Creepers with light foliage go 
In some Landscapes, Dr. Ram Kanwar has left some area of his 
paintings quite unused i.e. he does not cover the area with paintings. 
This is his way of painting the sky that meets the ground at the horizon. 
This meeting place of the sky and earth is always unpainted and the area 
of the landscape is left unused. 
I have come to know that there are many important points in the 
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work of Dr. Ram Kanwar. The first one is in the development of his 
career as an artist. It is some thing quite different from the other artists. 
For this reason it may be called a distinguished quality of Dr. Ram Kanwar. 
There is profundity of approach and the genuiness of the sensibility. 
Because of the above simplicity and straight forwardness, his 
continuity in his development as an artist is not worthy. There is a 
remarkable variety in his pictures and paintings that gradually led him to 
successful paintings of landscape. His composition i.e. his painting of a 
scene is remarkable because of breadth of vision. 
There is pictorial form of art. It is also called an abstract art. Dr. 
Ram Kanwar's work is quite away from it. Yet there is his vision that goes 
to a process of sub-limitation. There is a special quality in his work. 
There is scene of light of movement. 
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There is . It is sometimes in the form of series also. Sometimes it 
seems that Dr. Ram Kanwar is looking at the landscape in a number of 
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Simplicity and straightforwardness 
Aerial perspectiion on 
different ways and from different angles. Tiius there are different points 
of views in his landscape. It is just like a painting of many things. It may 
be classed under simplification. 
Dr Ram Kanwar has set an example they by steady and constant 
development great skill can be achieved in any field of art. This is really 
the way how a great artist of a certain caliber, and of a certain . Though 
it may be a journal way of gradual development leading to the great height 
and skill in the field of an art. Dr. Ram Kanwar is really Dr. Ram Kanwar 
in his gradual development achieving the great height in his field. 
A painter visually expresses himself by the representation of the 
visible world. If there had been no visible world, the self-expression of a 
painter would not have been there. There must be physical things in the 
visible world. The artist takes this physical things and creates a painting 
or picture that expresses the artist in various ways. The composition of 
music is possible when the musician feels some tune from his own 
consciousness. Had there been from within him, there would have been 
no composition of music. It is equally true of an artist. 
A great artist feels that he has appreciated certain aspects of nature. 
He also feel that no other person has appreciated it or than to that extant. 
He also feels that there is great pleasure, expressing his appreciation in a 
form of art. It is a kind of self-satisfaction that a great artist expresses his 
Sensibility develops in his persuit 
No consciousness or an urge yo 
appreciation, tiie liking of merits and disliking the demerits of an object of 
nature. He thinks that only he can do it with a certain amount of justification. 
This is why and how a musician composes his music, a poet writes his 
poems or epics to please himself and the public in general this desire to 
please himself and the people in general is the motivating force that compels 
the artist to make his composition in the form he likes. This form may be a 
poem, a book, a picture, a drawing, a painting or a landscape as the 
case may be. This is clearly seen in the great art of Dr. Ram Kanwar. 
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VARIOUS MEDIUM, PROSPECTIVE, TEXTURE AND COLOURS 
USED IN LANDSCAPE PAINTINGS 
RAM KUMAR 
Abstract appears in art with a desire to do away \A/ith traditional 
subject matter and liberate painting from its themes. Until the beginning of 
the twentieth century subjects tended to dominate art and were read by 
the spectators often coming between him and the impact of the work as a 
visual object. Titles had a romantic message and even when they had no 
obvious meaning as in still-lifes and landscapes, 'the viewer tended to 
appreciate the work by criteria, such as faithfulness to nature. Art was 
less individualistic than it is today. There was a consensus of ideas about 
what constituted art. Beauty in nature and beauty in art were related by 
Thus when in the last of the 1Q**" century the artists tried to create a new 
reality different from he was generally misunderstood. But in the works of 
the we find certain new values being stressed which had nothing to do 
with the subject. Cubism may be considered the first major abstract phase; 
it was brought about through distortion. The divisions or the splitting of 
images and a rejection of old content which were replaced by forms and 
values which were the new pictorial ends. 
Abstraction in India developed comparatively late; it owes its 
inspiration atleast in part to the early European pathfinders such as Klee 
Verisimilitude 
2 Impressionists, Fauves and finally cubists yo 
and Kandinsky rather than to contemporaneous artists like the Abstract 
Expressionists. Here in India abstraction came in the post-independence 
era, but at the same time we find that we do have forerunners creating 
abstract compositions in the period 1900-47. These men can be considered 
as daring innovators because in their by fairly rigid figurative conventions. 
The earliest artists who create painting without a specific or clear subject 
matter was probably Gaganendranath Tagore whose strange black and 
white composition were precursors of Today's art. Another important herald 
of the new tendencies was Rabinder Nath Tagore who worked in an abstract 
manner and also wrote in favour of non-imitative art. In fact these artists 
with the spirit to do new kind, of experiments were not appreciated at all 
as their art was not traditional, it was totally untutored and free from any 
kind of economic pressure that could result new streams and new directions 
in the field of art. 
Later another artist namely Ram Kinker started to print in an abstract 
manner in 1930s and 40s. He was remembered as an expressionistic 
sculptor, infact a versatile genius whose works in painting has been 
insufficiently noticed. Ram Kinker also painted a large number of canvases 
in abstract way, but only a few of which survive. Binode Behari Mukerjee 
another contemporary of Ram Kinker Siresscs on abstract values. 
In the early 1950s it was M.F. Hussain who acts as catalyst breaking 
3 
Time artistic vision was still bound 
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up images and giving art a new pictorial language. Though not strictly 
non-figurative the natural images are no longer the focus of interest, the 
motifs are broken up^ and are part of the totality of the composition. 
Slabs of colour are arbitrarily applied creating a rough texture; lines and 
colour do not^ from but create an independent pattern. From his point it 
was the continuation of the same process, that is, the disintegration of 
the subject, and its reconstitution as a new non-subject in terms of pictorial 
elements that create the work of art. It was 1950s when we observe the 
tendency of the breakup and the new elements taking over in the works of 
Bendre, Gaitonde and Ram-Kumar. It was the period when artists were 
following the abstract-art start letting the old traditional art, but the artist 
feels his way towards it by slow degree. In the works of Biren De, K.G. 
Subramanyan or Ram Kumar the early works though abstract but still 
have a figurative content, in this decade a number of important painters 
and sculptors show a keen interest in abstraction started working in 
abstract manner either partially or wholly; for instance K.S. Kulkarne, 
K.K. Hebbar, Bimal Das Gupta, Dinkar Kowshik, K.C. S. Paniker, Dinkar 
Chintamonikar, Sankho Chaudri and others. Most of them were art 
teacher's and therefore influential in spreading a new set of values which 
their students or followers recognized. 
Abstraction won its general acceptance in the years of 1960s. It is 
the period when we notice the consolidation or what we call a solid grasp 
stylized and attenuated 
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of abstract art and its rapid sparcal into different subsidiary groups eacin 
siiowing or expressing a particular tendency. A major category witliin the 
abstract fold can be called planar abstraction a good example of wiiich is 
Ram Kumar and Surya Pral<asli, both of whom work in distinct ways. 
Ram Kumar's worl< evolved from earlier figurative painting. His abstract 
tendencies were the from landscapes. His early abstractions, especially 
those done in Varanasi are based on crowded houses closely packed on 
the Ganges or on the crooked streets. The works of this time shows a sort 
of complication in the forms, which are tighter than in his recent works. In 
the colour scheme dark and gloomy colours were used. In his recent 
works the planar qualities are more evident. There is more spatial play 
and movement, the lives are less than planes. The colour though restrained 
has a , blues ochre and umber. The textures are rough and little accidental. 
In his compositions the shapes found are related to earth and are 
architectonic in their feeling. 
Q 
He had very large and also drawings form the 1965-67. Banaras 
series. 
Those who are familiar with the work of this painter know that he 
has stuck to his guns almost throughout his painterly life. That he painted 
housescapes earlier while now does the suggestive landscapes is 
immaterial, since the prime source of his inspiration has been nature-
Extension of and liberation 
Greater range especially of browns yc 
Impressive shows, consisting of oil during 1978-80 
nature actually'observed, or that which over a course of life-time has 
become his inner eye, i.e. second nature. All the time his search and 
strategy have been no other than how give tongue to his enduring rapport 
with the contemplated scenery. Mountains are ideal for such these are 
by the human fact or man made, the more of a pleasantly melancholy 
mood or wistfulness creating they are. The work thus testifies to a 
personality prone to lyricality, such being the painter's spiritual centre. 
Both culture and barbarism are expunged from his meditations. Here in 
truth is a solitary self-observed in its delicate psychological balance with 
the recollectable contours and curves of the earth. The social world, and 
all that expression conveys being bypassed completely, one plunges freely 
into air, wind and water; and it is tranquilizing that Ram Kumar's wind, 
rock, snow and water try to do to one. Since an interfering world is excluded 
we arrive at the purity such as only nature can have- not man. 
The painter's soul exults-since his quotidianally blocked impulses 
are given unreigned outlet. As a corollary his painting is free of any 
possible ideological scaffolding. His is a play- the play of paint, one which 
is applied brushstrokes. Such play meets with no moral nor ironical 
inner opposition, except the topographical one i.e..matching and 
highlighting of colours white against blue rock-rust against floral green 
etc. this sort of joy, of directness, and unstrait jacketed uninhibitedness. 
Communion- the less encumbered 
10 Spontaneously in large measures and sweeping yg 
is what the painter earns from his work and we parti^k^ithin him. SLUCIT 
freedom of abandon is precious it a moment when some othefwi^e gcTod 
ones on the scene suffocate us with the structures- structures as are 
brought on by a plodding draughtsmanship. Loads of foreign matter is too 
top heavy for most painting. They make for clutter. Among Ram Kumar's 
own recent paintings the stronger are those, which breathe the most-with 
ample open areas. These are the most discreate and suggestive-carrying 
nothing else them undertones of solitude o the speech of silence. Very 
rarely is any warm colour used. All is cool, greet, blue, or white-may be 
as a reaction to the colour-land, not Indian plains. In this scene the painter's 
sensibility is temperate, not passionately exhburent or warm. 
The styles of abstraction are infact in its process and a range of 
possibilities are yet to come. Many artists at present are working in mixed 
media the resultant output is mostly abstract today we can judge even 
frankly realistic works on criteria which are abstract and not for their 
resemblance to reality. The emphasis on painterly or sculptural values 
revealed by abstraction has served to open our eyes-to the real and more 
lasting qualities in the works of art and to this extent the role of abstraction 
has been very beneficial. 
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RAM KUMAR'S JOURNEY FROM THE FIGURATIVE TO THE NON-
FIGURATIVE WORLD OF ABSTRACTION: DIFFERENT PHASES 
It was the mid of 1960s when the human face disappear from the 
paintings of Ram Kumar. To ascribe the change to the lure of the abstract 
is too facile to answer. The change can be understood only in terms of a 
new challenge. 
It is easy to express a tragic vision of life in portraits of lonely and 
lost faces. It is more difficult to listen to the sad music of things and 
capture it in images, particularly when the human figure is no longer 
there to give the artist whatever emotional support he may need. It is very 
difficult to sum up the works of an artist who is alive, working, perpetually 
creative and full of unpredictable surprises. It is even more difficult, in 
case of Ram Kumar whoso work is so totally merged with his life. Ram 
Kumar's work really comes as a surprise or a series of surprises, surveying 
the painting of different periods in their simultaneity, we suddenly realize 
that what is offered is not the unified history of the artist's progress, but 
multiple biographies of a vision woven in a single narrative, dim here, 
bright there, sometimes leading to sudden revelations. 
The scattered memories of different periods of forlorn figures,^^ 
cross the boundary lines and fall in a pattern. What earlier seemed to be 
a fitful voyage of , border crossings now seen of affirmation. An affirmation 
Botched beginnings 
The desolate houses and truncated landscapes _ „ 
^^  Arbitrary transitions trespasses ' ° 
never stated revealed. Instead of the artist telling his own story, the story 
acquires a voice of its own. A discreet and a soft voice, open and eager 
enough to be exposed and affected by the ferments and the fevers of the 
modern age, its cruel demands and ideological seductions, but determined 
enough to pressure its autonomy, never to be subsumed by them. Ram 
Kumar is one of the fever Indian artists, perhaps the only one, whose 
paintings of fie last fifty years bear a testimony of mans estate, his suffering 
and solitude, his longing for liberation and ultimate acceptance of the 
world as it is. 
It is crucial to understand Ram's word, not as a philosophical stance 
or a religious trait, but an integral attribute of his sensibility of whose first 
glimpses we find in his writings. For we must not forget that/Ram Kumar 
had been a fiction writer before the turned to painting. He first tasted the 
joys of creativity in literature, one passion, which though over the years 
has been overshadowed by his paintings has never ceased to be a 
companion, to whom he has turned again and again to seek solace and 
sustenance. Ram Kumar's not only because of his apprenticeship to 
eminent painters like Andre Lhote and Legar but also of heady encounters 
he had with the poet like . As we returned to his writing, which perhaps 
were only the strongest shaping force of his 'selfhood' but they also served 
as the based and launching ground for his early flights into painting. After 
his return from Paris. Ram Kumar had the opportunity of being in close 
Paris Sojourn is memorable 
Aragon and Eluard 79 
proximity of tiie refuge colonies of Karol Bagh, the slums and makeshift 
tenements for the people, who had fled from their homes in Pakistan after 
partition. It was a starting experience which had a little in common with 
the intellectual camaraderie of the Parisian cafes. It was at this time he 
wrote his first^ ,^ a given tale of homeless squatters un-redeeming in its 
despair, all the more touching because it was told in a simple, straight 
forward manner, un-embellished by any cheap flashes of revolutionary 
optimism. Although it had some of the naive touches of first novel, for 
Ram Kumar it was to prove the most cataclysmic experience. It enabled 
him to have .a close look at the uprootedness of man. 
Now if we return back to the paintings of Ram Kumar's of this 
period what is known as 'figurative phase' we are struck by shock of 
recognition but it is a recognition of different sort, where the memory 
traces left in our minds by his stories and the first novel, gather together 
in a different pattern and then get reformed in the language of the visual 
image. It seems as if the muted characters of his novel, the refugees, 
leave the shelter of the written pages and get transmuted into the shadowy 
squallers of his paintings. It is this near surreal borderland between the 
two, where Ram Kumar meets the writer in him. The meeting was not to 
last very long, for as the years passed, the two drifted apart and Ram 
Kumar rather than a narrator of words. 
Novel GharBane Ghar Toote 
17 Increasingly became a 'painterly painter' gn 
But even at this stage the difference between the two was very 
marked. The movement of human emotion, subdued though it is, is still 
very prominent in his paintings, in his stories, when it comes to his 
paintings it gets completely frozen. The connections of family, of common 
household, of the shared memories of childhood, which gave seen to 
suddenly snapped in his paintings. The forlorn figures huddled in the 
foreground not only appear to be estranged from their environment, but 
what is more disturbing, they seem to be strangers to one another. It is 
not the sympathy and compassion they inspire in us, not even despair, 
for despair withal its darkness still belongs to the repertory of human 
emotions. What it invokes in us is terror, which cannot be named because 
it is unnamable. If Ram Kumar's figures look so bereft, it is because they 
arc bereft of all emotions, entirely de-emotionalized; frozen in their 
immobility they freeze us from within. Not that there is any willful distortion 
or dismemberment of the figures in Ram Kumar's paintings with all his 
stylization one recognize the human contours of the bodies, their gaunt 
faces and staring eyes, they even have certain kind of wan beauty. And 
yet in their spirit and essence they look like some disfigured victims of an 
accident, an accident of proportions about which we know nothing and 
of which they, the victims themselves are unaware. 
Hence the beginning of what is popularly known as the phase of 
alienation in Ram Kumar's paintings. Ironically the term alienation is used 
Certain melancholic warmth to stories 
19 Catastrophic OH 
for Ram Kumar differently depending upon tfie ideological baggage critics 
bring with them to his paintings. And how ill fitting and weather- beaten 
the baggage looks half a century later when we look back on Ram Kumar's 
work of that period. Not that the critics are entirely to blame, for Ram 
Kumar's political leanings of the past as well as the deceptive 'realism' of 
his writing led many of them on false traits, instead effacing imperspicuous 
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terror which these paintings evoked, they tried to it by fitting it in some 
sort of socio-historical, perspective and in the process, as it were washing 
their hands off it. 
In art, as in life, what appears on the surface could be traced back 
to its origin, personal or historical, but if the tracing back does not throw 
light on the secret embodied in what one has become, a full blown life, a 
finished work of art, what Goethe called the 'secret of the manifest then 
all explanations seem futile, leaving our hands as empty as before. 
It is true that the emotionally loaded symbols of solitude and 
desolation of this period do generate in us a kind of^ ^ response, which 
comes closest to the existential anguish, a feeling further confirmed, what 
we noticed earlier, by the utter ossification of human emotions. It seems 
as if the figures are not so much alienate of from outside- society, history, 
other human beings- but from themselves, state in built within them. But 
can we really term it existential, as we understand ii in the European 
context? 
Circumvent 
Benumbed and bewildered 82 
The existential anguish, religious or atheistic, is borne out of the 
encounter with-absence. Absence of God in the world or the world in the 
throes of the absence of meaning. In whatever way it is interpreted, it is 
felt in human terms, an experienced absence, as if something it was a 
part of the being has suddenly been ruptured, forgotten and gone forever, 
it is that feeling" words apply so exactly "we come too late for the Gods 
and too early for beings". Hence the grief, the desolation, the orphaned 
feeling of loss and being lost. Ram Kumar, as an artist, is not shocked or 
aggrieved by this absence, for he takes it as something naturall}' given, 
not as a human deprivation but as a state of being. If it is a product of 
some catastrophe then it look place at some primordial time in an ice age 
hidden under a cloud of oblivion. It is not the anguish of absence, which 
Ram Kumar is trying to 'represent' in his paintings but while painting the 
figures, he is also painting the nothingness, which lies in the Heart of 
their beings. If the failed to unlock the secret of being in Ram Kumar's 
painting, then it is nothingness, its existentialist interpreters. 
Meanwhile, something was happening very quietly, almost 
imperceptibly in Ram Kumar's paintings, the figure, which played so 
important role in the entire drama of Ram's long adventurous journey, 
was already beating , receding into the margins, almost merging with 
dark greys and browns of the horizons. And what till then only vaguely 
'Of homlessness' to which Heidegger's 
Marxist Critics r>o 
^* A retrial, slowly, hesitantly 
lurked in the background the shadowy outlines of dilapidated houses, a 
floating glimpse of the city roofs, the vertical thrust of an electric pole 
suddenly surged forward, pushing the figures on to the edges, occupying 
the central stage, as it were. As in certain symphonic compositions, muffled 
strains of some musical phrases, almost half heard in the prelude suddenly 
appears with the crescendo in the concluding part, taking over entirely, 
while the other notes slowly fade away, so also in Ram Kumar's paintings, 
what earlier appear to be the vague motifs lurking in the background now 
occupy the entire space pushing the figures over the edge and then 
eliminating them completely, in one of the last paintings of this phase one 
totally and deeply moved by the hollow forlorn eyes of a teenaged girl 
already half-hidden in the margins, staring at us so hungrily like one of 
those stray cats on the roadsides. Who look back at us with their glowering 
eyes before disappearing into the darkness forever? Was it meant to be 
the farewell gesture, before the figure unobtrusively but finally departs 
from his paintings? 
It was this stage when Ram Kumar takes a decisive step into what 
is known as the non-figurative world of abstraction, he also bids farewell 
to the literally mooring expressionistic entourage without negating the writer 
in him, he begins to travel light as a painter. Poetry is still there, with all its 
lyrical , but it now acquires a kind of austere of brilliance, a certain 
Bewitched 
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ascetic purity which can be vividly seen in his Varanasi paintings. But 
more than its technical innovations, the so-called abstract phase was an 
attempt to resolve a deeper problem which seemed to trouble Ram Kumar 
at this fateful juncture. 
Whenever during recent years. Ram Kumar has been asked by 
the interviewers to explain what led him to abandon of human figure in his 
paintings. His answers have been varied and sometimes contradictory. 
Not that Ram cannot be articulated (in his own way) about his paintings, 
but the answer to this crucial question could be verbalized, it could, at 
best, be explained in very general terms, or simply be stated through his 
paintings. I think, it has something to do, not with for its own sake, but 
very real discomfort with the human figure itself. 
Human figure, denuded of human emotion is some kind of an 
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anomaly. It is denial of the self. If Ram Kumar had defined this , he 
would have taken entirely a different route. Ram Kumar's intentions were 
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far too . While not explicity denying the existence of the 'self he refused 
to describe it to the anthropological scale of the human body. By releasing 
it from its human confines, he as an artist acquired a kind of-freedom he 
had never before, freedom of universalize the aggrieved feeling of 
orphanhood, of loneliness, of alienation as such. At the same time Ram 
Kumar did not want to diffuse it. The writer in him saw to it *hat if not in 
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human body, it should find an anchorage, a location in some objective 
image. Ram Kumar found it in the image of the city landscape a discovery 
which in its manifold metamorphoses was to have such far-flung 
consequences in his, later evolution. The landscapes that he began to 
paint were 'abstract' only in the sense that they indicated the absence of 
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human figure, at the same-time they were enough to have the city as its 
central motif. 
Nor was it is a matter of pure chance, that this motif was to find its 
co-relation in the eternal city of Varanasi the city of light. Ram Kumar's 
urban landscapes started to come out of'^  of greys and browns and began 
to catch the sudden Hashes of white were those the fleeting glimpses of 
the 'sacred' in the holy city of Varanasi through which Ram Kumar wished 
to redeem the accursed world of his earlier paintings. Even the box like 
buildings though bare and aloof, had a lighter touch, fragile and. tremulous, 
like the glimmering of reflections on the river. And yet with all their virgin 
chastity, they ascended upward towards the sky, seem like so many tiers 
of the steps of an amphitheatre but instead of spectators, we see there, 
among crevasses of shadows only the vacant eyes of the windows blinking 
over the haze of the river. It is not strange, that after banishing of human 
figure form his paintings. Ram Kumar choose precisely to paint Varanasi 
a city teeming with a mass of people, its pilgrims and its priests, its Sadhus, 
Sanyasis and mendicants? Where are they? Why does Ram Kumar's 
30 _ 
Concrete and palpable 
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Kashi give such a Shamshsn like look, scattered spots of grayish whites 
after (he funeral pyre in extinct? 
The answer lies in Ram Kumar's choice of Kashi itself. Kashi is not 
merely another city.' It is the city of Shiva, the city of liberation, the city 
of liberation and death. Death of Kashi does not so perceptively point 
out, an occasion of liberation. If Ram Kumar's quest brought-him to Kashi. 
It is precisely because in it he found both the site of death, death of 
human figures as well as an occasion of liberation. From freedom alone 
comes liberation, says the scripture. It is when the veils of ignorance are 
lifted that the 'nature of reality' Is revealed. For an artist, as Ram Kumar, 
sometimes real in revealed in a negative way, through realization of what 
is unreal. And what could be more unreal to divide reality between its 'al 
stract' and 'representational' forms? Even more delusive is the attempt to 
identify the 'human' with the representational and non-human with the 
abstraction Where else the wisdom of the multi-faceted nature of reality 
could be gained except the city of Shiva, who himself has many faces? 
To reduce it to one fragment of reality or the other leads as much to the 
devaluation of what is divine as to the debasement of what is human. If 
much of the modern abstract art seems so sterile today it is because in 
the process of liberating the "reality" from its human context. It also divested 
it from its divine connection, what Kendinsky was to call "The spiritual 
art". It is the presence of^ ^ which made them so metaphysically potent, so 
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different from western approach of abstraction it gave that insight into the 
'ir visible' which makes even the so-called abstract motifs in a traditional 
iconography so deeply numinous illuminated with meaning. 
The abstractions of Ram Kumar, which he painted during his post-
Varanasi phase (and which continue, with slight shifts and differences, to 
this day) with a fresh insight. All the more so because the elements of 
sacred spiritual and divine are so closely related to , it is not his Varanasi 
painting that these elements are particularly visible as if the memories of 
slum, tenements and desolate houses that he had brought with him from 
his previous period, still hunted him, and tied him to the ground. Varanasi 
may be the 'eternal city' but, it remains a city all the same, a product of 
history and culture, renewed and ravaged by time. Ram Kumar renounced 
the human figure, but still clung to the remnants of this culture, which he 
painted, even in its ruins, with such lyrical passion. But 'lyricism' is not 
enough, if it is won at the price purity. In order to make a final break 
through, it should be resisted like the last temptation.^^ Ram Kumar had to 
undergo the final rite of purification by renouncing not only the human 
body which he had done earlier, but also its habitation on the earth, the 
city, and make a decisive leap into-what? Surely that, which has not yet 
encroached upon or polluted by man. And what could other than nature 
itself. 
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Nature, at this later stage of Ram Kumar's life, came both as a 
release from his past a return to it. Born in Himalayan Hill stations of 
Shimla, Ram Kumar spend the early years of his childhood and missed 
the mountains. He return to them many a time in his later life, though they 
are conspicuously absent in his paintings of that period. It was jn his 
stories that they made a strong presence not merely as a setting for 
background, but as an. integral part of fictional landscape, longing for a 
past gone for-ever they also symbolized peace and inner security, as if 
by returning to them. One can salvage a spark of happiness from the 
ruins of ones adulthood. Going back to mountains was a return to ones 
home. But it was a different home, not the one, one had left. On the way it 
had undergone metamorphosis. As by abandoning the human image in, 
his figurative painting. Ram Kumar wanted to universalized the condition 
alienation, so also now by abstracting the images mountains, he release 
them from the fixed memory of his childhood and thus eternalized them 
as something which is part of nature. If Ram Kumar's abstractions still 
have a strange power to move us, it is because they are not built on 
denial or negation; they carry within them all. Stains and bruiser of the 
preceding periods, their sense of grief and solitude, but now they-have 
been , lifted on a different plane they are also seen in a different light, 
where even the whites and greys have a kind of luminosity, which we had 
never seen in any of his earlier period and there are sudden patches of 
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blue as unexpected and breathtaking as sometime one sees on the facades 
of old graying monuments enveloped in mist. But more than anything 
else, it is the movement of his painting, which impress us, as if all that 
was arrested and frozen up till now. Has been 'touched' by some unknown 
God who releasing its bonds, makes it free and lets it flow in its momentum. 
So if there is anything spiritual in Ram Kumar's post-Varanasi 
landscapes, it lies not in his acceptance of any metaphysical code or 
some supernatural belief, it lies in the spirit by acceptance which has 
been a part of his temperament as a man as well as an integral part of his 
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sensibility as an artist. Ram Kumar's early with its ancient ruins and 
Ladakh with its bare mountains and Buddhist monasteries further enriched 
and deepened it. But in essence it was always there, revealing the flickering 
of innermost flame, a single vision. The rare quality of acceptance was 
umbued with a spirit of detachment and it was not won easily, in a sudden 
flash, but was gradually crystallized, as the artist moved from one phase 
of life to another. It came, as we noticed earlier, through a series of 
renunciations, renunciation of what was merely accidental in his painting 
to be able to grasp its essential core, constantly moving from what appear 
to be true to what is really true. 
What seems to be true in the entire enterprise is that Ram Kumar 
never succumbed at anytime to the easy temptation of using ready-made 
Voyage to Varanasi and later visit to Maciiupicchu (1980) 
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symbols to represent his search for what he felt to be true of the time. 
The^ ^ of his Paris days never prevent him from seeing the lower depths of 
human solitude. At the same time, while reflecting the chaff, false collective 
tics, he preserved the grain of an unsight into a large grandly meaning 
whole'. Which after a long lapse of time, illuminate his nature landscapes. 
And even during this "transcendental" state of the painting, he resisted 
the tempetation of using any overtly religious symbol, spiritual in Ram 
Kumar's paintings lies not in the painting the 'sacred' but in over coming, 
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the dichotomies and displacements of man-made world. It is precisely 
in this 'overcoming* that Ram Kumar is able to look beyond and to look 
within. What gave courage to Ram Kumar at one time to accept the reality 
of world in its state of total alienation; it also now made him humble enough 
to accept it as the only source of redemption. 
With all the transcendental lyricism of his recent landscapes. Ram 
Kumar has been attracted to the unearthly or other worldly, his feet has 
always been planted in , the palpable reality of the world. His abstractions 
are not the flights into the 'unknown' but like a shifting beam of light they 
move, passing through the entire space of the painting. From one segment 
of reality to another, uncovering the hidden relations between the sky, the 
rock, the river. The sacred resides not in the objects depicted, but in the 
relations discovered. 
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And so at last as the overview comes to an end, and move form the 
first worl< in (1946) to the last (2001) we feel as if we have come to very 
end of our pilgrimage. Ram Kumar's voyage has not ended, but we have 
had our vision. But as we are writing the last page the vision already 
getting a little blurred, we started wondering. What does it all lead to? 
These periods and phases, the arrivals and departures, these visions and 
revisions of an artist life, what does it all mean? And suddenly, we 
remember what Heraclites, that wise philosopher, for runner of Socrates 
said so unforgettable. You could not discover the limits of soul even if 
travel by every path in order to do so, such is the depth of its meaning. 
PARAMJIT SINGH 
The painting of Paramjit Singh may be regarded as a natural peace 
of memorious in the modern history of Indian painting. His painting are 
based on day to day natural events and ancient events of the nature and 
its related to sunset, sunrise fallings leaves from the trees, beautiful mountain 
which is covered by white snow, green grass, dry grass, water garden 
thick forest etc. 
For a layman it is difficult to understand the nature and its related 
to horizons of the painting based on natural loves and backgrounds. 
Paramjit Singh deeply adopts the nature and he extracts the main 
elements from the nature his painting based on the theme and he does 
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not paint totally as well as nature so he is not called academic landscape 
painter. He is called himself only a landscape painter. 
Paramjit as a painter, reverses the process for him the model of 
nature is point of departure. It is only our inherent tendency that tries to 
compare Paramjit Singh's painting with its Mode in Nature when we project 
our own familiar notios into the work of art we are reconstituting the text 
of the work. , we cannot detach ourselves from the work of art for it is 
intolerable. A detached work, in other words a work to which we do not 
project our notions with, look at us, mouth agape, that is, mute, making or 
letting us chatter on, . While we distending ourselves from the painting 
of Pararmjit Singh we are forced to compare it with the familiar and when 
we are close to it we sense the real the painting the former is feeling, and 
the latter is form. 
According to Paramjit Singh transforms entities of language, 
painting or music into signs or group that stand for something else and 
therefore, treats the material and organization as a surface to be 
penetrated. He also states that the subject of the work of art is nothing 
other than a possible formal organisation and it conceals no content, no 
libidinal secret of the work, whose force lies entirely in its surface. The 
surfaces of Paramjit Singh's paintings thus are loaded with intense colours, 
and thickened paint structures The pigments are used here to evoke the 
As Derrida argues 
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sense of tactile and also to highlight colour values and as the equivalents 
of air, light and space. There is quick movement of varied strockes, which 
reminds the drip paintings of Jackson Pollock. 
Over the years Paramjit Singh has packed into his bundle of skill 
and all kind of things. For all the radical changes in nature and dis-
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junctures as in her career he does not really discard nature device for 
having grown out of them. It is important for his to invent new thing and 
ideas every day and still it would not be contradiction to say that for 
Paramjil Singh tapestry viewer, repetition as the work of invention the 
used to do hard work. 
Paramjit landscape, with their loaded silence evocative of the 
otherworldly, became over the years, distinct mystical utterance in pictorial 
terms. The esoteric in his landscape was perhaps young Paramjit response 
to the mystery in tensions between the deep pictorial space and the sharp 
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shadows of inanimate objects in the , a short liver school in modern 
Italian art and the later surrealist paintings. All these were transformed 
over about two decades into a personal statement in Paramjit painting. 
SATISH CHANDRA 
A profound observer of nature, Satish delights in its many changing 
facets joyously. The scenes are filtered through his own vision, together 
with his love and knowledge of nature. He uses nature to express 
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philosophical and even mystical ideas. 
Using the same implements available to the academists those of 
light and shade of external and tonal range this artish fashions "inspired" 
portrayals of nature, which in oils, possess all the delicacy of an aquarelle. 
There is a touch of magic, mystery and enchantment in Satish's Paintings' 
that*^  that sets apart a work of art. 
Original, creative and thought provoking, each canvas throbs with 
the artist's pulse, the gamut of his emotions, and one sees the world as 
the artist sees its. He wants the viewer to experience nature, its aura and 
its surprises; often his landscapes are bathed in an ethereal light and a 
twilight mood of an idealized visionary vista is created. 
There are times one can walk into a painting when Satish follows 
the course of a path to take us into the interior. At other times, the landscape 
forbids us an entry and only offers its vastness for appreciation. Very 
often the artist succeeds in creating the introspective mood the dark 
clouded sky enveloping the space of the canvas, with a mere strip of the 
beach or land the blue in its darkness strikes an ovenwhelming pitch and 
a strange, strong silence prevails, never allowing an intruder on the scene. 
Basically, Satish's and unapproachable ends and this is what gives his 
painting a distinguished touch. In this mad rush for, present day survival, 
the Paintings of Satish offer an unexpected balm for the lost and tumultuous 
Inexplicable extra quality 
composition are visualised from approachable 
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souls. 
Presently professor in the Department of Fine Arts, College of Arts, 
Lucknow with a long string of awards including the National Akademi Award, 
1989. 
Satish says "I find nature the most compelling source of inspiration 
and the most powerful motivation to my work, says Satish Chandra, a 
celebrated landscape painter on the Indian Art scene today, who is 
displaying his recent oil paintings at the Ganesha Art Gallery from 12'^  
Dec. to 3^<^  Jan. 2001. 
The swirling clouds, the receding plains of the vast vibrant meadows, 
the gliding grace of the lilting branches of blossoming trees and different 
atmospheric moods have been beautifully conveyed through canvases 
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which are fantasies of colour from clad in . Satish not only desires his 
subject but also his colours and form, abstract or realistic, from nature. 
"However, I do feel that there can be no identical reproduction of 
nature. A particular scene leaves its own impact and sets in motion a 
multitude of feelings and emotion which gain Intensity over a period of 
time and find powerful expression canvas, says Satish. 
The artist feels that simplicity of form is a sign of an artist's maturity 
in expression. Unless and until one has an intensive knowledge about the 
grammar and a full command over language. One can't express oneself 
Aptitonal variations 
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in simple words. In painting it means expressing oneself through fewer 
colours and lines. 
Satish seeks his forms through colours and finds grey, green, yellow, 
red and orange particularly fascinating. 
Satish's early water colour and his recent oils relate the story of 
his incessant struggle for right expression. He has worked in varied media 
water colours, pastels, black ink, pencil mixed media and has created 
painting of different sizes, He feels that each medium is full of possibilities. 
The limitations, if any, are an artist's personal difficulties and the nature 
of emotions and feelings which need to be expressed differently. Chandra, 
in fact, so quickly earned a solid reputation he has the distinction of 
having exhibited at Delhi's premier art centre, the Dhoomi Mai Gallery, 
the same year he passed out from the College of Fine Art in Lucknow that 
he soon became a constant feature in most art exhibitions in both Mumbai 
and Delhi. But the one exhibition that he remembers fondly is his first 
show in New York in 1964, just a year after he had graduated. It's such a 
feeling of fulfillment that I'm teaching at the same place that I graduated 
from. Says the painter, who's been given a two-year extension at the 
college, as a recognition of his winning the National Award, in 1989. This 
time, the honour is entirely deserved. 
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DR. RAM KANWAR 
It is universally admitted that Dr. Ram Kanwar is a famous painter. 
He is a very v\/ell known figure as an expert painter to the people who have 
any love for drawing and painting. There is undisputed opinion of the 
critics that nature is the source of inspiration to Dr. Ram Kanwar. In his 
paintings there is village life, rural scenes with a good faith. From his 
every stroke there comes out a good painting. In his paintings there is no 
blending of colour patterns, as it has been the practice of other artists 
that they use this practice in their drawing and painting. Dr. Ram Kanwar 
has never used this practice. He has totally discarded it. The result of this 
is that there is row of, bushes, hutments, bullock carts, flock of animals 
such as buffalos, goats and camels etc. Dr. Ram Kanwar makes the 
painting of these very bright and charming. There is a good proportionate 
etc distance of the object. We know and notice that this aspect of this 
style of technique is quite displayed in his paintings of a village fair 
decorated with buntings. There is a good depiction of decorated stalls. 
There is also a good depiction of village bullet in traditional output. When 
we view these paintings from a distance, we noticed that there is the fore 
ground effect. This class of painting is very simple and enchanting. 
Dr. Ram Kanwar paintings are generally based in Rajasthan and 
outside Rajasthan in U.P and Maharashtra. He paints the mud huts on 
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one canvas and there is an alternation with stone structure on other canvas. 
From the village life Dr. Ram Kanwar has painted woman. They all wear 
over sized bangles. They also wear Chunni and Jewellery. They put on 
traditional lehangas of mostly Rajasthan when he paints men, he paints 
then in Dhoti and Kurta with heavy ornamental turbans on their head. 
They are generally the people of Rajasthan in their traditional dress. 
When Dr. Ram Kanwar painted cattle fair, he painted the fair with 
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all kinds of catties as well as the mostly sold in cattle fair in Rajasthan. 
These paintings are very representation of cattle fair. He has been quite 
successful in keeping his paintings quite away and free from . There is 
a very happy atmosphere in these pictures or paintings on the He has 
devised a very special and outstanding effect of character and the 
uncovered blank space left in his landscape paintings. 
It is said about the landscape of Dr. Ram Kanwar that there is 
almost perfect symmetry and classical display of nature. There is a good 
system of composition in his landscape and this system of his composition 
makes the first impression on the mind of viewers. The second impression 
that comes to the mind of the viewers is the" of the cattle. There is a 
perfect calm of surface. It is not enough to feel the mere analysis of 
pictorial elements that go into the making of the landscape by Dr. Ram 
Kanwar we must take into account and make a good analysis of the inter 
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relationship among the elements that are quite seen in the paintings by 
Dr. Ram Kanwar. 
The crime inter-relationship in the elements in his paintings is 
important. For example there is a good inter-relationship between colours 
texture. We may call it on inter dependent relationship in the landscape 
of Dr. Ram Kanwar has perceived colours as texture and the texture 
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gives to colour or colours. It is a kinetic quality. 
Another very significant relationship is the colour motive. On this 
colour motive relationship depends the expression of his landscape. Dr. 
Ram Kanwar does not necessarily contain colour or colours with in the 
bounds of a shape or a set of shapes or within the bounds of a scene in 
his landscape. For different motives, Dr. Ram Kanwar does not use 
different colours or a different shape of colours. He uses the same colour 
or a different shade of same colour in his landscape. It may be called 
colour motive relationship in the paintings of the artist, thus there is 
complementary relaxionship in the paintings of the artist. Thus there is 
complementary relationship in Dr. Ram Kanwar landscape. 
It is incident that Dr. Ram Kanwar painting of landscape does not 
differ in any important way from the paintings of the other artists of the 
time. Yet the viewer feels that Dr. Ram Kanwar painting impresses more 
than that of the other artists. The viewer feels that the artist is one with 
Adynamic entity 
100 
nature and not different from it. 
54 Dr. Ram Kanwar makes of tiie colours, liis sensitivity to tiie scenes 
of nature while he paints them. It seems that the artist transfers his ability 
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in his landscape of the nature with . This is one of the reasons why his 
work as an artist has inspired many other artists in the country and the 
abroad. 
NATURE AND LANDSCAPE PAINTING 
The art of today is different from the art of any other time. Just as 
life itself the different from any thing experienced in history. The 
passions, the problems the ever widening world of science and invention 
the adventures charting of unknown spaces beyond our world and 
discovery of the world within ourselves have added near dimensions 
to our lines of which no former generation was aware. It is true that this 
art is different from tradition, but tradition itself is not static but ,the 
role of any thing contemporary is not merely to repeat the past but to 
paint forward to lead us to new realms of experience. Dr. Ram Kanwar's 
travels of art just like it and from the very beginning he is changing himself 
like river water which get the shape-according place itself. Today he is 
very much influenced by putting feelings with colours in few strokes. Most 
of his paintings are found that he left the canvas without colours even 
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very few strokes of different pigments. 
He specially a freeman has no boundaries and limits. His clear 
thoughts are such that a person who is guided by others have limitations. 
So on he completely makes him free when paints. Today the art market is 
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such that the viewer wants signatures of the artist. I mean his , old or 
created. 
About 22 exhibitions at Mumbai is a credit to him in national known 
galleries where he got good name and liking. He created his good place 
in modern artists of landscape. A painter of India where village life is 
suggest Dr. Ram Kanwar's name comes on as usual for it. He has visited 
Iran and Maurisous and arranged his shows of paintings with great 
commendable remarks. He is known as artist of great repute in India and 
abroad in the field of landscape. 
What does one experience of nature through landscape; earth, 
sky? Time circuits with the sun and moon. Seasons change. From seed 
comes sap. From sap-this driving force, a structure. This structure flowers. 
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Seed implodes. The ; the germ remains. The bones of mountains 
themselves remain and watch. Nature is process, is also the situation of 
man's activity, the measure of his life span. 
Let us take landscape as our immediate subject. It is not a location. 
Indivisionaiistic style may be new 
The structure collapses 
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It is generic, a landscape, any landscape, and an ideal landscape. Thinking 
back to the work °^, a horizon high up on the canvas or a pathway leading 
to it,°^  into light and shadow, sometimes a sun or moon; two points reflected. 
Colour is rich and significant by intention. It makes its presence 
felt at once. The image itself almost takes second place. This dense opaque 
colour is built up from the surface of the canvas and modeled by knife or 
brush. Painterly. The gesture is important. Through if the painter connects 
muscularly to the controlling of his pigment. 
The paintings themselves show no sign of tension. It is the paintings 
after all that are the final comment. For me they work as mood statements, 
states of mind, expressive but withheld, their focus earth and sky an 
operative point but . 
Nature has little or no meaning to one who does not confers to his 
own interior or imaginative life. This would seem to be confirmed by 
experience. On hand. Nature is the field of perception and what is relayed 
to eye or touch is supported by an objective physics of causation but 
what is sensed may be claimed by the sensory agent. Meanwhile the 
theory of landscape in any a psychological stance. 
The paintings are simple uncomplicated. The eye settles slowly 
Certain elements recur 
A monumental land mass heavily modeled; modulated 
frequently implied 
culture presupposes 
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and sensuously into the painting by means of folds in the land surface 
and their overlapping shoulders of rise and fall. Yet the foreground holds 
reflection of a '^' in the deep blue of the sky above. The show horizontal 
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scanning from side to side is pained together as it were by this of the 
reflected moon. It is a form of notation; literally, a "reflection." That is all. 
Looking more closely one notices that the molding shadow are tones 
that vary unhurriedly over the surface. They are not definitive nor directly 
related to the single light-source of the moon, but act as secondary 
harmony to the two dominant coloures that suggest the mood. 
Yet the mode of communication is classically Indian: "Where 
the gesture is, the eye follows; where the eye is', the mind follows; where 
the mind is, is the state of mind; and in-the state of mind, is the essence." 
Nature is process, nature is environment. Nature finally is the^^ 
field that is presented to the senses with its intricate dynamics, the law of 
physics, acoustics and the rest. What actually takes place between the 
animation of colour-kinesis and the receptive eye? 
In a purely classical system the eye that apprehended the principle 
and understood this level of^ ^ would have been the eye of the true raika. 
The situation obtained as a situation of extreme precision and iconography 
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one that contemporary visual arts can no longer allow. 
From the early figural work to his present landscapes, paintings 
emphasize this genesis, which is perhaps bath stylistic and spiritual. 
One is born with certain understandings. These understandings 
arc not present in sharp contours, but are characterized by doubts about 
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the nature of the perceived, for instance the because our eyes are 
horizontally oriented, or the nature of volume dependent on the space 
between the two eyes. These questions ultimately determine one's attitude 
to form, or the field of the energetic-philosophy as counterpart to the 
doubts present in one's mind as to the nature of the scene, to see better, 
one departs from the conventional retinal impression, to a vision, which is 
letter termed a personal vision, as it gains distance from the conventional. 
In time the personal vision becomes the conventional as it gets absorbed 
and accepted. 
Film and painting are complementary. The painting is static, the 
film moves. One creates movement in painting, one negates movement in 
film. When using colour in film It took him time to get used to the idea that 
green and orange mal^ e yellow, violet and green make blue, violet and 
orange make red and finally that violet, green and orange produce white: 
exactly the opposite of painting. 
68 . 
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69 The use of colour in representational painting is with purposeful 
use of colour in signaling systems. My own experience as a painter teaches 
him that colour exists on three planes, the first plane between the viewer 
and the canvas, the second beyond the canvas, and between these two, 
somewhere the canvas stands the third plane exists. Then there are certain 
invisible areas where the eye does not touch, which are the areas of 
silence, and these are^ . The problem is not one of colour organization 
but of colour circuit, where nearness and distance are not determined by 
proximity. 
Nature as idea and concept is the great creative destructive force. 
The mighty monuments of art are ground to lust or ingested into nature's 
belly, one might think nature resorted into her territory. 
In appearance only it is sun and moon, tree, and mountain. These 
forms belong to the language of art, they have emerged from line, tone, 
colour; when they disintegrate they merge into their origin, line, tone, 
colour, or the ultimate white of the canvas. For descriptive art is merely 
illustrative; when the poetic meaning is superimposed upon the sign a 
new form arises which belongs to the mind of the artist, not to the natural 
environment. 
almost synonymous 
the most eloquent 
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DEPICTION OF BEAUTY AND NATURE IN LANDSCAPE 
Beauty has been defined differently by different thinkers or artists. 
Regarding physical beauty Dr. Ram Kanwar has said, "Beauty is a unity 
of formal relation among our sense perception". But the general 
phenomenon about beauty is uncertain and often confusing. It is true that 
a form of beauty is always pleasing to us. Beauty is truth and truth is 
beauty, is a good example in itself. There is truth in what is beautiful. 
There should be the consistency in our sense organs. It is only then that 
we find some truth in any thing that is beautiful. It is our authentic sense 
that makes a difference between two things the beautiful and the ugly. 
We may say that there is a certain sense in our mind, this sense judges 
the shape of any thing in order to decide whether it is beautiful or ugly. It 
is beautiful we begin to appreciate it otherwise we discard it. Regarding 
the paintings, pictures or landscape of Dr. Ram Kanwar we begin to 
appreciate them because there is beauty a sense of truth in them. 
Dr. Ram Kanwar makes his vision real because he has the technical 
means and enthusiasm with a positive sense of beauty and his great 
qualities of appreciating the true beauty in nature. He has the right 
inclination to represent the beauty of nature on canvas i.e. a medium. 
It is said that painting is a symbol of universe. It is linked with the 
absolute spitual truth that is hidden to us when we are busy in our positivistic 
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and^^. Dr. Ram Kanwar has been the universe and that his worl< is symbol 
of the whole nature in eternity and in its unity. He has done his each work 
with great intensity Dr. Ram Kanwar is an imminent personality in the 
world of art. It is highly praised worthy. No. doubt, Dr. Ram Kanwar has 
captured the beautiful sites in his paintings with his expert fingers and his 
mind without any under painting of the subject, light and shade has been 
to a great parameter. 
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Dr. Ram Kanwar visualized his feelings through colours of light 
on cloud on the elements of the nature on movements of the living beings 
and on the actions of the wind and rain i.e. all the elements of nature. 
Landscape is the main paintings of Dr. Ram Kanwar. The paintings 
of the landscape present only a limited scope or range. Yet Dr. Ram 
Kanwar has the feeling that definite goal can be achieved by simple 
concentration on simple objects of nature. It may also be an idea or some 
vital aspect of life, in the essential requirement to achieve the goal. 
Simplicity of nature is so charming that no one can miss the person to 
represent it in his paintings. The artist generally engraves it on metal or 
stone also. Dr. Ram Kanwar has done it on his canvas. 
In the words of Dr. Ram Kanwar no artist can be a real artist until 
and unless he sees the nature from its insight beauty and as the deepest 
experience of the behaviour of nature. 
pragmatic" activities 
catalysed on the intensity ^r.^ 
"* Passionate research 
The landscape painter must walk in fields with a humble mind and a 
heart in love with nature. He must study nature not in the same spirits but 
with all the seriousness. 
We find Dr. Ram Kanwar truly lover of nature and incidentally this 
artist of world fame is born in the town which is surrounded by the natural 
beauty and he first makes him acquainted with the nature, village life style 
of living in rural areas. 
Dr. Ram Kanwars landscape are so individual in its own style which 
can be judged and seen by an artist or a common man in first sight when 
he paints colours on canvas become the main working place or medium 
by which he interprets his feelings etc. It is obvious then that contemporary 
art is a highly of which is hard and its popularization and teaching are 
harder still. The teaching of art is fraught with serious problems of method, 
manner and equipments. We have also taken into account the problem of 
environment economic security and professional integrity; Dr. Ram 
Kanwar's paintings generally create impact on lookers. The absence of 
security docs much harm to the creative talent of the learner, who is 
bound to face the society tomorrow with all the still and professional 
competence at his command Dr. Ram Kan wars job as teacher is very 
near with the norms of academic qualities but as an artist he looks with 
mind perspection the whole situation the class and the studio. 
individualistic expression the evolution 
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A highly complex relationship between art and nature has existed 
from time immemorial. In its moments to greatness not only did art perceive 
nature, understand it and interpret it. But was also able to experienced in 
its best creation as an integral part of nature, as it mental finishing touch. 
Dr. Ram Kanwar's work's till dates endorsed the same spirit and mode of 
nature in general. 
Today it is not possible to overcome the tragic crises of main's 
surroundings either by free or irresponsible artistic games or by limiting 
scientific analysis, which cannot offer us the whole picture. In order to 
create a total human environment, we need scientific precision and the 
energy of fantasy, we need a picture of the whole for such surroundings 
can be given meaning, made cosmic, only if ecological and psychological 
degradation are equally over come and halted. Over all Dr. Ram Kanwar's 
work which mostly in oil give environmental themes and surroundings of 
village life. Most of his sketches and figures are depicting a true trace of 
emotions and lips near to village and rural life. In short, he is a painter of 
the true Indian village, earth and work of day-to-day themes. 
DEPICTION OF FIGURES IN LANDSCAPE PAINTING 
The vastness of a scene is greatly strengthened by the presence 
of a long figure. The panoramic grandness of the sky attracts us the mare 
if it has also appealed to a figure in the picture. There are many and 
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sufficient reasons wiiy the figure is depicted in the picture. There are the 
figure can be moved about as the fixed conditions of topography demand. 
Many landscapes would be entirely ineffective without such an element. 
Take for example a picture in which lines are paralleling one another 
in their^^ from the foreground or where there is a in a horizontal 
sequence. The vertical of the figure balance these. The principle is one 
we already noted action to balance action in contrary or opposing 
directions. 
The danger of the figure in landscape is that so often it seems to 
be just dragged in. For the artist there is no painting where the "fitness" 
of things is more mandatory than in associating figures with landscape. 
A fault in construction can frequently be seen in lack of simplicity 
of fore plane and background you must determine whether the picture is 
to be a landscape with figures or figures in a landscape. 
The most useful material one can collect in sketching landscape 
are positions which will play second or third parts in composition, sketch 
cattle or other animals in back or three quarter view which you can use 
readily to unite with and lead to their principles. 
The main object always has the most attraction. This usually follows 
with out thought. Its presence becomes known because it is so interesting. 
recession 
monotony 
111 
Figures which are less interesting, which will combine with the subject 
proper, or what artist long for. Those things which are not of sufficient 
interest to be worthwhile in themselves are, owing to their lesser 
significance of the utmost importance to the main subject. Note the degree 
of in most of the figures successfully introduced into landscape. 
SUBJECT MATTER AND THEMES OF PAINTINGS 
Dr. Ram Kanwar relates all his works to his surroundings. From the 
very childhood he has seen country life and till date he is very much 
fascinated to see the villagers toiling hard in fields, trees, grass, water, 
birds etc. carrying their catties and so our lasting impression of their 
activities remains hunting to his heart and results in shaping a painting. 
The total impression of the subject, he paints on canvas with suitable 
colours. His works give an impression to love impressionism. 
Sometimes he endorses the views of late great artist Sri M.S. 
Bandre. The art of painting begins with visual experience and ends with 
the conveying of that experience in a concrete form an art form. It is a 
pictorial statement. It expresses a visual experience of things beyond and 
beside you. 
In this world, one come across many things natural and man made, 
restraint expressed 
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which are worth painting. Trees, birds, water and landscape, houses and 
city scenes. Man is the centre of my universe along with his emotions his 
love and his surroundings. 
For him, the creation process starts with the blank canvas, by the 
dabbing of paints on it, the aim begins to catch the original impact of the 
total image concerned things are nebulous in the beginning, become 
clearer by manipulating, by the application of more paint, dabbing, 
scratching washing off, repainting till he is nearer to the original impact. 
There is a natural limit for the canvas to take the load of paint and for 
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his . He stops. He finishes painting and he signs it. His goal is the 
aesthetic appeal resulting from his visual experiences. People generally 
get involved with his painting as the images become familiar to them. 
Once he finishes a painting. He has no interest left in it. He does 
not care what happens to it. He does not keep any records. Sketches 
help his paintings. So whenever he travels to keep his papers in his bag 
for sketching. He makes very small sketches and these sketches are his 
gold mines. From a painting absolute satisfaction he has never found. In 
short what he sees and feels to sec in his subject of painting being a man 
on earth. 
mental endurance 
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NATURE AND ABSTRACTION: 
Nature comprises the world around us, our environment. I assume 
this is what is meant by the term, in this specific context. In this sense the 
dictionary defines Nature in these words: "The creative and regulative 
physical power which is conceived of as operating in the physical world 
and as the immediate cause of all its a phenomena". Abstraction is a 
world which is more difficult to define. In relation to art it is a process of 
creative expression ideal and abstract values, referring to the inherent 
from the idea. It is also a mode of expression which though non-
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representational feeling and overtly formal values. 
When we relate these two words, "Nature and abstraction" with in 
the terms of reference provided by these broad definitions, we see how 
complex their interaction is if it is not somewhat confusing, could in fact 
refer to the attributes of abstract art, which is a kind of phenomena and if 
we were to include human psychology and sensibility as being attributes 
of nature as well which would be valid in this discussion the theme world 
include a discussion of the personality of the artist as a maker, his response 
to his environment, the characteristics of that environment and of course 
the way the artist has chosen to express himself in his^^ to make an art 
which can be termed abstract because it is not representational. 
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We must not forget to consider also when reflecting on the 
significance of nature, the nature of colour, and how colour operates, the 
nature of form and it is effected, in a painting; the nature of visual 
experience which is essentially a subjective response to an organic object 
such as a painting. For it is on a basis of these considerations that the 
artist works and creates. It would also be clear that when we consider our 
environment, when seen from afar, when considered , or when examined 
very closely in detail, as through microscope, as an abstract structure. 
This structure holds poetic images. Then process; and institutions are 
generated and released in accordance with psychic laws which are not 
determinable. 
The scope of the term "Nature" therefore is vast. Even if we were to 
confine ourselves to one aspect of the environment, for instance, 
landscape, the subject comprises land, sky, trees, hills, clouds fields, 
topography, the horizon, the effects of light and the implications of 
movement in the define and rhythem of the physical formations and in the 
passage of invisible element such as the wind. We sense an approaching 
storm but can't see it till it is felt as action and movement around us. The 
landscape is both a spectacle and also an experience, a very complex 
sensation. There is colour; there is the feel of space; and there is the 
prevailing mood. Light is living entity in a landscape. The worldview, formed 
as a vista or as an aerial view 
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as a sense, is sensed as a composite of diverse sensations all adding up 
to our expression of vision. In a work of art which results from this 
experience what it see and perceived is conceived as a construct of 
feeling. And the elements of this construct are both formal and sensuous 
and together plastic in sensation. The material gathered by eyesight is 
processed by insight and an attitude to nature is shaped as an art effect 
which has a nature all its own. 
First the paint does not always refer to the structure of the visible 
world but generated by the would and carries the gestalt created by the 
effort to come to grips with the "reality" in nature-the nature of the mode 
of the expression which seeks to make real abstract conceptions. This 
process of transformation of experience into art has evolved over many 
years, some ten to fifteen years define the^ ^ in nature-the phenomenal 
life there is beneath visible shapes and physical movement. Each in his 
own way has tried to establish the fact that there is an imminent. Each in 
his own way has tried to established the fact that is^ ^ force underlying 
the manifestations that structure and give shape to the physical scene 
around us. 
Second, they felt the need to define the experience of a 
lifetime, to reflect values which were contemporary in art but were also^ ^ 
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in nature. They passed, therefore, from conveying impressions of nature 
to conceiving and communicating intuitions of nature. As ideal spectators 
they sought to state their commitment to interpreting natural phenomena 
with a pictorial vocabulary, which was the product of an evolutionary 
process within the self, and was as such intrinsically personal. 
For them abstraction does not imply escaping from or avoiding a 
consideration of nature. In fact the need to penetrate deeper into what 
constitutes nature, and which elements comprise or hold her secrets, led 
these artists to go beyond more representational expression so as to be 
able to formulate a more personal and authentic interpretation. In the end 
nature as she exists in the environment and nature as she is in the self 
have similarities, and the phenomenal force which is creative in nature 
and in man perhaps is one. 
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RAM KUMAR 
Ram Kumar career before he universalized tine subject and reached 
the ground era of his brilliantly coloured abstract landscape. His recent 
landscape differ from previous landscape. He depicted man, and Nature 
(the music they redicate flowters the mists, the mountains, the rocks etc) 
in his landscapes. He is very much influenced by the 'Poet of nature' 
William world worth". Ram Kumar has really reached to the peaks of 
abstraction which can be only gained after the total maturation in the 
field of art. He has given a new turns to the art of landscape. The landscape 
shows to rush (crowded houses) art of the picture former. He used of 
Pigment colour, brilliantly colour, arylic colours, some oil and brings about 
a texture of pictorial space. Ram kumar shows power and strength in his 
organization of colours, forms and space areas and of carrying out the 
subjective, intent, content and impact. He used most blue and green colours 
in his landscapes. He used oil medium in his landscape. He did most of 
work in Asia and Abroad, Banaras, Raniphet, Kashmir, Ladakh, Jaisalmer 
in Rajasthan. In the same year (1992) visited Nepal and saw old sculptures 
and wall painting exhibition work on paper at center for contemporary art 
gallery Delhi. His most of work are print making, sculpture, wall painting, 
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Abstract Privious landscape, human figures. Famous painting, The sad 
town (for which he got the Padamshree Award).Two sisters, ghats 
(Banaras), Farewell to the past. Reflection, Between shadow. He visited 
Banaras (Varansi). For the first time with Mr. M.F. Husain and Sripat Rai 
used wax and Japanes ink and make sketches of Ghats without any human 
figures. Ram Kumar paintings have a distinct feeling of primordial time 
about them. 
Ram Kumar work evolved from earlier figurative painting. His abstract 
tendencies were the extension of and liberation from landscape. Ram 
Kumar's style is very, very different from that of leger's own dramatic if 
semi-abstract manner of expression. 
CONTRIBUTION IN THE FIELD OF ART BY RAMKUMAR 
1924 Born in Simla, Himachal Pradesh 
1930-40 Schooling from Sir Harcourt Butler High School, spends winter 
months in Delhi, find interest towards art and writing from early 
childhood school days. 
1945 Studies M.A. Economics of St. Stephens College enrolled himself 
for evening classes at the Sarda Vkil School of Art. Does on the 
spot sketches and watercolours in Simla and the ruins Delhi. 
1949 Receives Master of Arts degree in Economics from Delhi 
University. Joins employment at a bank in Simla. After sometime 
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leaves the job at the bank. 
1948 Joins "Hindustan", a Hindi daily as a journalism trainee. Leaves 
the newspaper after six months. Never seeks regular employment 
again. Participates in group exhibitic n of artists in Delhi. Raza 
was exhibiting his "Kashmir Landscapes" at the All India Fine 
Arts and Crafts Society in Delhi. Invites Raza to his house. 
Spends a night at the artists house. Raza made a large portrait 
of the artist in guache, Stayed for one month in Bombay. Spends 
more time with Raza who was staying at the Raja Ram Studio. 
Finds art atmosphere in Bombay very inspiring. Read 'Marg 
and issultrated weekly' because of regular coverage of the art 
scene in these magazines. 
1949 (Spring) holds first one person exhibition of painting at Y.M.C.A. 
hall in Simla, General cariappa opens the exhibition. Caravan 
of India was the sponsor of it. Sold his first painting to Dr. Zakir 
Hussain who was then the Vice-Chancellor of Jamia Millia 
University. Mccis Claude Fournot Cultural Councellor at the 
French Embassy. 
Leves for Paris by boat On the way visits National Museum in 
Cairo. On the boat starts learning French from a priest from 
Pondicherry. 
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1949-52 (Paris) For one year studies paining under Andre Lhote, a (Pans) 
well known artists and a renowned theoretician of art, His teaching 
method entails sequential drawing oi straight lines and curves 
and,alternate use of warm and cold colours. 
In 1950 joined Atelier Fernand where Fernand Lcgar was teaching 
and visits one day a week. While visiting the painting of students 
he used to comment on their works. Finds Legar exuding 
tremendous human warmth. Meets young writers including 
Jacques Dubois and Jacques Rouband now a well-known French 
poet. On Saturday evenings attends writers get together. Meets 
Louis Aragon then editor of 'Cesar' an evening paper. Interviews 
Aragon for 'Naya Sahitya' a Hindi Newspaper. Aragon also a 
renowned poet a friend of Andre Breton and a very active 
participant in the "Dada" movement in its early days who later 
became a committed surrealist writer. 
Developed a close friendship with Professor Baldun Dhingra 
and Jean Bhownagary who were working in UNESCO. Meets 
Raza, Souza, Akabar Padamsee, Paritosh Sen and Nirod 
Mazumdar, Indian artists living in Paris. Meets Roman Rolland 
and visits Rollands Louse. Visits Prague and meets Dr. M. Krasa 
Indologists. Attends peaces Congress in Warsaw, Visits 
Auschwitz. 
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Travels in Italy and visits Rome, Florence Venice. Milan and 
Padua. In Florence visited the works by Masaceio. In Padua 
visits Arena Chapel and sees Giotto's Joachim's Return to the 
sheepfold. Works by Giotto and Masaceio leaved an everlasting 
impression of him. In 1950 holds one person exhibition at Gallery 
Barbizon, Paris. 
Attended Berlin Youth Festival. Attends award ceremony of 
Picasso for the peace Dove. Lived in Paris; under economic 
hard without any scholarship. Make freelance reporting in Hindi 
for Indian newspaper also takes tuitions classes of Hindi 
language. At times anchored in Hindi for B.B.C. Broadcasts 
from London. Worked also as a translator in Hindi documentary 
film scripts for UNESCO. Became a member of the French 
Communist Party. Attends cell meetings, police often raids his 
apartment. Indian Embassy in Paris pays for the return boat 
fare. Returns to India in 1952. Repays Indian Government the 
boat fare. 
1952 (Delhi) Inspired by the social realist works of artist like Pignon, Kathe 
Kallowitz and Andre Fourgeron paints figurative paintings 
depicting Indian Urban life. Meets Rchard Bortholornen and 
spended summer with him in Ranikhct. participated in a group 
exhibition of the -Delhi Shilpi Chakra". 
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1953 One-man exhibition of paintings at Alliance Francaist in Bombay. 
Journot Organizes beer parties at his house on Sundays to help 
him to sell paintings. Meets Hussain for the first time. 
1954 Solo exhibition of painting in Delhi Josh Malihabadi renowned Urdu 
poet opened the exhibition, 
1955 Attended peace conference in Helsinki. Travelled to Mascow and 
Leningrad. At the Hermitage in Leningrad saw "The Dinner Table" 
by Matisse. During this trip shared room with M.F. Hussain. Exhibited 
works in Prague where the National Museum acquired a painting. 
Once again met Dr. Krasa got introduced to his brother Nirmal who 
was learning Czech in Prague. Stayed in Paris for four months. 
During a visit to Hungary met George Luckar a well-known literary 
critic. Visits Vienna arid remembers Stephen Zweig's 'world of 
yesterday" depicting the Cultural and intellectual life in Vienna before 
the war. At the Albertina in Vienna visited a collection of works by 
Bruegal. 
1956 Receive the National Award of the Lalit Cala Akademi for "Sad town" 
oil and canvas. Gave one man exhibition of painting in Colombo 
were he seeked works of Geoige Keyt. Very much inspired by the 
works of Justin Daraniyagal. On the way back to Delhi visited 
Krishen Khanna in Madras who showed artists paintings In his 
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house for one evening. But, not a single was sold. 
1957 One man show of paintng at Alliance Francaisc, Delhi. 
1958 For the first lime experimented in lithography. Participated in a 
Graphic exhibition alongwith Hussain, Tyeb Mehta, Gaitonde, and 
Akbar Padmsee in Bombay. Shilalckh organized this 
exhibition.Received the National Award of Laiit Kal.a Academy for 
the second time for women an. oil on canvas. Participated also in a 
groupexhibition of eight artists in New Delhi. In the same year 
participated in-groun exhibition at Graham Gallery, New York. 
Travelled to Paris in the same year and stayed there for six 
months.Rented an old apartment next to Raza in the Latin Quarters. 
Both shared the same kitchen and other expanses. Also participated 
in a group exhibition named "Seven Indian Painters in Europe" 
at Gallery one in London. George Butcher organized this exhibition, 
then returned back to Paris to attend the Meger's funeral. In Paris 
continued to paint but now the figure in the painting became more 
obscure. Visited the Venice Biennale. On the way back to India 
visits Greece for the first time and formed a lingering impression of 
the grey hills, white houses and the blue sea. Stayed in Istanbul 
and visited the Blue Mosque. Galta Bridge and National museum. 
Or, return to Delhi started painting "Greek land scape" series of 
four painting. 
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1959 Spended eight months in Simla painted landscapes. Received an 
"Honourable Mention" for painting in Sao Paulo Biennale. One 
man exhibition of paintings at Kumar Gallery. Delhi. 
Also exhibited paintings at Gallery 59, Bombay 
1960 Visited Banaras (Varanasi) for the first time with M.F. Hussain and 
Sripat Rai, used wax and Japanese ink make sketches of Ghats 
without any human figures and exhibited this work of wax and ink 
on paper at Kumar Gallery in Delhi. Mrs. Indra Gandhi acquired 
one work. 
1961 Went to Ranikhet for a six months stay. Painted landscapes. 
1962 Visited the valley of Kashmir remained there for eight months. 
Painted landscapes mostly used blue and green colours. 
1963 Gave an exhibition of paintings at Kunika Art Centre, Delhi. Morris 
Grancs buyed a painting and also bought a painting. Richard 
Bartholomen writed for the catalogue. 
1964 One person exhibition was given by Ram Kumar at Gallery chemould, 
Bombay. Stayed in Bombay for 6 months. 
1965 Once again gave a one man exhibition of paintings at Kunika Art 
Centre Delhi. For the first time obtained a studio of outside of home. 
Very often friends including M.F. Hussain. Krishan Khanna. Tyeb 
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Mehta visited the studio and spends time at a nearby coffee house. 
1966 Visited East Berlin. Make three lithographs in Berlin. Gave a Solo 
exhibition of paintings at Gallery Chemould. Bombay. Also a solo 
exhibition Grosncr Gallery, London. 
1967 An exhibition was given by Ram Kumar and Husain at Geeta 
Gallery, Delhi. Both the artists gave exhibition paintings in Prague 
also. In this exhibition Ram Kumar was not able to attend the opening 
ceremony. For his substitute Hussain painted a portrait of him on 
the Canvas and puts the canvas on a stand near the entrance. 
1968 Attended Documents in Kassel as a part of a delegation Indian 
Artists. Gave an exhibition of paintings at Dhoomimal Gallery, Delhi. 
In the same year Lalit Kala Akademi published artists monograph 
written by Shyam Lai. 
1970 Received Rock Effeler Foundation Fellowship for visit and travel to 
U.S.A. for one year. Painted in New York, meets his old friends 
Souza, Samant. Krishen Reddy and Natwar Bhansar. Travelled 
extensively in U.S.A. Also visited Spain. Italy and London. On return 
to India visits Mexico and Tokyo. 
1971 A solo exhibition was given by. the artist at Pundole Gallery, Bombay. 
Met Roy S. Craven then a Fulbright scholar in India. He organized 
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and Curates a traveling exhibition of "Ten Indian Artists" to U.S.A. 
1972 Received Padma Shree from the President of India also received 
the Prem Chand Puraskar award from the Uttar Pradesh Government 
for story writing Meri Priya Kahaniyan. 
1974 He exhibited painting at Chemould Gallery, Bombay. 
1976 Visited Ladakh got inspiration from the Ladkah land and 
mountainscapes and painted a series of his work there. 
1977 Visited Jaisalmer in Rajasthan. Gets fascinated with sand dunes 
and painted there. An exhibition of this work was held at Chanakya 
Gallery, Delhi. 
1979 Gave a Solo exhibition at Chanakya Gallery, Delhi. 
1980 At the Sao Paulo Bienrable six works of oils on canvas was exhibited. 
Then traveled to Brazil and Peru. Visited Cuzeo and Machu Picchu 
and the und< r ruins there. 
Then an exhibition was given in Lima. Went to New York. Rented 
an apartment there are worked for the landscapes showing 
Machupicchu (Later on Eharat Bhawan, Bhopal buyed it). Visited 
Piccasso's retrospective at the Museum of Modern Art, New York. 
Participated in a group exhibition of contemporary Asian artists at 
the Fukucka Art Museum. Japan. 
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1953-1980 At Birla the Museum, Calcutta. Satyajit Ray visited tlie show 
exhibition of recent painting and earlier drawings at Art Heritage, 
New Delhi was held. 
1981 Visited Dacca for the first time. Attended "Asian Art". Bicnnale. 
Visited Hongkong where "Indian Art" exhibition was organized by 
the East-West Art Centre. 
1983 Participated in indo-Greek Cultural festival in Delphi, Greece, 
exhibition of works on Paper in Miskole, Hungary. Visited Samarkand 
and Bukhara. Gave a solo exhibition of Paintings at Saria Art Centre 
Madras. 
1985 Participated in a group exhibition for "Festival of India" in Paris. 
Visited Paris, mostly spends his time with Raza. Patrick Cazals 
shooted a film on the artist. This film was also shooted on Krishna 
Reddy Raza and Akbar Padamsee. 
1986 Received Kalidas Saman Award for painting from Madhya Pradesh 
Government. M.F. Husain was the Chief guest at the award ceremony 
Department of Culture, Madhya Pradesh Government holds a ore 
man exhibition in Bhopal. 
Retrospective exhibition 1953-86 at Art Heritage Delhi. For this 
exhibition catalogue Richard Bartholomew's ten articles on the artist 
published over thirty years are represented. Retrospective exhibition 
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was also organized by Pundole Gallery, Bombay. 
1988 Exhibition of works on paper at Alliaice Francaise. Delhi. Traveled 
to Iraq as in invite for the Biennale. Visits the National Museum in 
Baghdad. Visited Kirbala and Mosul. 
1989 Visited New York for two months on invitation from the Asian Cultural 
Council. Makes lithographs at the printmaking workshop. 
1990 Exhibits works on paper at Centre for Contemporary Art, Delhi one-
man show of paintings at Pundole Gallery, Bombay. 
1991 Exhibits one man show at paintings at Chitrakoot Gallery, Calcutta. 
1992 Exhibition ofworks on paper at Vadchra Art Gallery. Delhi. In the 
same year visited Nepal and sees old Sculptures and wall paintings 
in ancient. 
1993 (Feb) One-man show of Ram Kumar's paintings was held at Vadehra 
Art Gallery. Visited Ladakh for the second time to see Lama Yuru, 
Hemis Alchi and other monasteries and saw ancient tankas, 
sculptures and wall paintings. 
1993 (Nov) Retrospective exhibition of works froms 1949-1993 at National 
Gallery of Modern Art. Delhi Vadehra Art Gallery. Delhi presented 
the exhibition. 
1994 Jehangir Art Gallery presented the exhibition of painting. The 
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exhibition was organized by Vadehra Art Gallery, Bombay. 
1995 Joint show with Jogen Chowdhury in Gallery Raku, Japan. 
1997 Solo show in Arks Gallery, London. 
1998 Solo show in A Gallery, New York 
Ram Kumar is at present working with the same spirit, zeal and 
enthusiasm and I am sure that in the coming years there will be great 
shows of paintings this renowned artist. 
PARAMJIT SINGH 
Paramjit Singh is a natural painter. He is doing his landscape painting 
with faith and devotion. He used stone in his painting, sometimes he used 
stone as a main elements in the backdrop of nature. He always used to 
see the beauty of the object. The beauty of objects gave deep impression 
in his mind. He tried to make a beautiful sceneries i.e. beautiful garden, 
trees, water, grass, open sky and cloud etc. He admired the way saiioz 
handled colour and scheme. He discovered his command over bright 
clear colours. He used light from the back on his canvas, he could great a 
mysterious effect, in his style. The lithoid forms replaced the books, bottles 
and other stocks in trade of still life. Paramjit Singh's technique also 
changes with such unabashed depiction of nature. He needed thicker 
pigment the role of transparent colours. The pastels are different from his 
landscape done in oil. He makes full use of the gray, pink pale, yellow 
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and blue available in pastels. He depicted battles, books and other strokes 
in trade of still life. His famous landscape painting is "STONE OF THE 
WALL". No human being is present in these landscapes as if the human 
being will destruct them. It is recognition as contemporary artists does 
not come at once. He shows evening time, it looks beautiful and he also 
wanted to show the nature, he showed, sunset in his painting. Thus he 
used stone along with nature. For the artist, the landscape become an 
epiphany unlike other landscapists in India. Paramjit does not express a 
romantic nostaligic of untrammelled natural vistas. 
CONTRIBUTION IN THE FIELD OF ART 
BY PARAMJIT SINGH 
1935 BorninAmritsar 
1953-58 Studied in School of Arts, Delhi Polytechnic, Delhi. 
1960-63 Founder member, 'The Unknown' a group of young painters 
and sculptors in Delhi. 
1970 National Award, LalitKalaAcademi 
1973 Worked (Print-Making) in Atelier Nord, Oslo, Norway 
1963-92 Worked as Lecturer, Reader & Professor, Deptt. of Fine Arts, 
Faculty of Education, Jamia Millia Islamia, New Delhi 
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SOLO EXHIBITION 
1967 Triveni Gallery, New Delhi 
1969-70 Gallery Chanakya, New Delhi 
1972 Kunika Chemould Gallery, New Delhi 
1973 Kunstner Forbundent, Oslo, Norway 
1973 Gallery Babylons, Brussels 
1973 Art Gallery Achenbach-Lohrol, Dusseldorf, Germany 
1974,78,81, 85,90 Gallery Chemould, Mumbai 
1975,79,84,87 Dhoomimal Gallery, New Delhi 
1981 Mainz, W. Germany 
1981 Gallery Alana, Oslo, Norway 
1983, 85 Gallery Caprano, Braunchewig, West Germany 
1987 Cultural Centre, Bomlitz, West Germany 
1989 Gallery Kilian, Celle, West Germany 
1990 CCA Centre for Contemporary Art, New Delhi 
1994 The Gallerie, Chennai 
1994 CIMA Calcutta 
1995 Vedehra Gallery, New Delhi 
1996 City Art Centre, Hong Kong by Gallery Maya 
1996 Gallery Ghemould, Mumbai 
1997 Sakshi Gallery, Bangalore 
1998 Vadehra Art Gallery, Delhi 
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1999 Art Exhibition, Art Gallery, London 
1999 Artist camp, Manasan, Maurituis 
2002 Landscape "inner and outer" Talwary Gallery, New Delhi 
2003 Threshold Gallery, New Delhi 
PARTICIPATION IN EXHIBITIONS 
1957 First young Asian Artists Exhibition, Tokyo, Japan 
1958 Seven Painter, New Delhi 
1959 Nine Painters, New Delhi 
1960,61,62 Exhibitioin organized by The Unknown', New Delhi. 
1963 Exhibition in memory of Saiiaz Mukherjee, Kunika Chemould, 
New Delhi 
1988 Trends in Romanticism, Jahangir Art Gallery, Mumbai 
1969,71,72 Art Today, Kunika Chemould, New Delhi. 
1970 Art Expo 70 Indian Pavilion, Osaka, Japan 
1971, 74, 77, 82 International Triennale, New Delhi 
1972 Two Artists, Gallery Chemould, Mumbai 
1973 Exhibition of Prints byAteler Nord and Gallery 71, Tromso, 
Norway. 
1977 Pictorial Space, New Delhi 
1980 Silver Jubilee Exhibition in Miniature Format, LKA, New Delhi. 
1982 Indian Art Today, Dramstadt, W. Germany 
1984 15*'^  International Biennale, Tokyo, Japan 
133 
1984 Inaugural Exhibition, Bharat Bhavan, Bhopal 
1986 Biennale, Roopankar, Bharat Bhavan, Bhopal 
1986 Biennale, Roopankar, Bharat Bhavan, Bhopal 
1986 Art Biennale Ankara, Turkey 
1987 Festival of India, Russia 
1988 Gallery Chemould's 25 years anniversary show, Jehangir Art 
Gallery, Mumbai 
1988 International Festival of Art, Baghdad, Iraq 
1989 Artists Alert - Exhibition of Safdar Hashmi Memorial Trust, 
Delhi. 
1989 Nature and Environment, LKA, New Delhi 
1990 Habiart Gallery - Habital Centre, New Delhi 
1991 Nine Indian contemporaries, CCA, New Delhi 
1992 Collection of works, Hussian ki Sari by Vadehra Art Gallery, 
New Delhi 
1992 BirlaAcademy Silver Jubilee, Calcutta. 
1993 Exhibition of paintings presented by Emirates Bank 
International and organized by ZPM and Gallery Espace at 
Sharjah. 
1993 'Indian Encounters' exhibitions by the Galeries in London, New 
York, Dubai. 
1993 Master of India by Arts Trust - Mumbai 
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1993 Two Artists, Private show, Maiiinder Tak, Washington DC 
1994 Trends and Images by CIMA, Calcutta 
1994 Drawing 94, Gallery Escape Delhi 
1994 Art Biennalle, Cairo, Egypt 
1994 Art Festival, Israel 
1994 Art of Children's Sake, Mobile Creches, Babiart Gallery, New 
Delhi. 
1999 An Indian Contemporary Art Exhibition, The Air Gallery by 
Gallery Maya, London 
2000 Gift for India, Sahmat 2, at New Delhi 
2000 Art Space Baru Gallery, England 
2004 Talwar Gallery, New Delhi 
ARTIST CAMPS 
1974 Kashmir All India Artists Camp, Kashmir Academy of Arts, 
Srinagar 
1975 Artist Camp by Gallery Black Patrige and Haryana Tourism, 
Faridabad. 
1976 Artist Camp, sponsored by Punjab University, organized by 
Vivan Sundram, Dasauli 
1980 Artist Camp, Tamil Nadu State, LKA, Kodalkanal 
1985 Second All India Artists Camp, MMB, Calcutta 
1989 All India Artists Camp, HUDCO/Habitat 
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1990 Artists Camp, Sponsored by Abhishek Poddar. Coonoor 
1992 Artist Camp, Dalhousie Sponsored by Trans IVIedia 
1994 Artist Camp at Patya, Thailand Sponsored by Trans Media, 
Delhi 
1995 Artist Camp, kalimpong, organized by Rotary Club 
1995 Artist Camp, Baroda, sponsored by IPC 
1997 Artist Camp at Puri 
1998 Artist Camps at Ram Ganga, Jim Corbett Park organised by 
Seher 
1998 Artist Camp by RPG, Mumbai 
1999 Artist Camp, Manesar, Mauritius, organised by SEHER 
AUCTION 
1975 Auction for flood and cyclone victims relief. New Delhi 
1987 Auction for communal harmony, Rabindra Bhavan, New Delhi. 
1989 ArtistAlert- Safdar Hashmi Memorial Trust, New Delhi 
1991 Helpage India, Aspray UK, Mumbai 
1992 Sothebys India, First Auction, New Delhi 
1994 Bengal Chambers of Commerce for Craft Village, Calcutta 
1995 Christies London and Vadehra Arte Gallery, Delhi-London 
1996 Sotheby's Auction of 100 years for Contemporary India Art 
1998 Commissioner of Indian participation in art festival of Pakistan, 
Lahore 
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COLLECTION: 
National Gallery of Modern Art. New Delhi, Bharat Bhavan Bhopal; 
Chandigarh Museum, Chandigarh; Pnjabi University, Patiala, Punjab 
University Museum, Chandigarh; Punjab House, New Delhi; Agricultural 
Univesity, Ludhiana; Air India; State Bank of India; LalitKalaAcademi, 
New Delhi, Colour Chem Ltd. TELCO, TISCO, ITDC; Bharat Earth Movers; 
HUDCO; Mukand Steel Pvt. Ltd. and in many private collections in India 
and abroad. 
SATISH CHANDRA 
Satish Chandra is a landscape painter. He inspires nature, 
atmosphere and environment. He has specialised in landscape painting. 
The landscape painter must walk in field with a humble mind and a heart 
in love with nature. We find smooth paint of colours and perfect 
harmonious, combination of colours and ideas in his landsape painting. 
He has given a new dimension in the art of painting landscape. His painting 
on canvas are rare and unique. He used dynamic brushwork on the canvas. 
We find that there is a fresh style in each of his work. He has given a new 
dimension in the art of painting landscape. "Eyes of the Thar" they were 
life capes of Rajasthani desert brought but their colorful glory and 
overwhelming spintual mystery. He had stared painting the pure white 
circle and while visiting the famous Romtak monastery, in Himachal realised 
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that it was end of all form, colour and sensibility. But visiting Thar deserting 
by change, he revived his creative life. This work show the internal romance 
and the spiritual triangle between man, earth and sky. 
CONTRIBUTION IN THE FIELD OF ART BYSAT1SH CHANDRA 
Prof. SATISH CHANDRA was born on June 5" 1941 in Ghaziabad. 
Head of Department of Fine Art's, College of Art's & Crafts, University of 
Lucknow, 2 Gulmohar Enclave, Mall Avenue, Lucknow (U.P), 226001 
(INDIA) 
ACADEMIC PROFILES 
Graduate in Fine Art, College of Art & Crafts, Lucknow in 1963. 
Post Graduate in landscape and Water Colour Painting in 1964. 
STATE AWARDS 
1964 U.P State Lalit Kala Academi annual award. 
1966 U.P State Lalit Kala Academi annual awarad 
1967 U.P State Lalit Kala Academi annua! award. 
1968 U.P State Lalit Kala Academi Radhakamal Mukherjee Gold Medal. 
1977 U.P State Lalit Kala Akademi annual award. 
1964 U.P Artists Association Silver Medal. 
1977 U.P Artists Association annual award. 
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ALL INDIA AWARDS 
1978 All India Academy of Fine Art. Calcutta award. 
NATIONAL AWARDS 
1989 National Awards, National Akademi of Arts; New Delhi 
1994 Yash Bharti Samman , Govt, of Uttar Pradesh, INDIA. 
PROFESSIONAL EXPERIENCE 
1965-1967-Artist-Department of Agriculture Roorkee University. Reader, 
Department of Fine Art's & Crafts, Lucknow. 
ORGANISATIONAL WORK 
1972 to Date - Secretary - visual Art Society, Lucknow. 
1979-1982- Member-General Council, U.P State Lalit Kala Akademi. 
1985-Member of the jury in U.P Artists Association, All India. "Exhibition" 
Vice-President, U.P Artist's Association. 
1988 Co-ordinator U.P State Lalit Kala Akademi U.P Member North 
Central Zone, Cultural Center India. 
1990 & 1992 - Member of the jury in the State Lalit Kala Akademi U.P 
Member North Central Zone, Cultural Center India. 
1988 - Co-ordinator U.P State Lalit Kala Akademi Artist's camp. 
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1990 &1992 - Member of the jury in the state Lalit Kala Academi, U.P. 
Member North central zone, cultural centre India. 
1991 - Member of the Publication Committee for U.P. 
Contemporary art. 
1994- Member of the Advisory Committee. 
1994 to Date-Member of the Governing body and Programme 
Committee, N.C.Z.C.C Allahabad, Nominated by the Governor of 
U.P., Member of the board of-Studies Department of Fine Art's, 
Kumaon University. 
Member of the Executive and General Council, "Ayodhya Shodha 
Sansthan". 
1998 Jury member, Biria Academy, Calcutta 
ADMINISTRATIVE POST 
1994-1998 Chairman, UP State Lalit Kala Academi, Uttar Pradesh, Ex 
Chairman, UP Art Association. 
1989-1991 Member of the Executive Council, Lucknow University 
1992-1994 Member of the Executive Council, Lucknow University 
New Delhi Invitation 6**^  Indian Terrinale 1986 
DACCA Invitation 4*'^  Asian Biennale Bangladesh 
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New Delhi Invitation, Nehru Centenary Exhibition organized by Lalit Kala 
Academy, New Delhi 
New Delhi Mirage Art Gallery, New Delhi 
New Delhi Delhi Art Gallery, Delhi 
Japan Invitation from Biria Academy 1982 
Bhopal Invitation from Bharat Bhawan 1992 
COLLECTIONS 
New Delhi American Embassy 
New Delhi British High Commissioner 
Lucknow State Legislature Council House Building 
Lucknow State Chief Minister's Residence 
Roorkee CBRI 
Lucknow State information Director's Office 
Lucknow Carlton Hotel 
Lucknow U P State Lalit Kala Akademi 
Bombay Indian Oil Corporation 
Bombay Taj Mahal 
Bombay Air India, Collection 
New Delhi National Lalit Kala Academy 
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Lucknow Indian Overseas Bank 
Modinagar Modi Rubber 
Kanpur Indian Explosives Limited (lEL) 
USA California University 
New Delhi Taj Hotel 
Lucknow Governor House 
Bombay Bhaba Atomic Research Centre 
New Delhi National gallery of Modern Art 
Lucknow Dr. Mansoor Hassan 
BOOKS AND CATALOGUE PUBLISHED 
1. Four decade Art of Uttar Pradesh by State Lalit Kala Academy. 
2. Indian Contemporary drawing by State Academi, U.P. 1976. 
3. Sangrah by State Akademi U.P 1992. 
4. National Lalit Kala Exhibition. 
5. State Lalit Kala ContemporaryArtist of U.P 1990. 
6. Kalakumbh International Exhibition by Panchayat Delhi. 
7. The Downtrodden and we Dr. B.R. Ambedkar Birth Centenary 
Exhibition by National Lalit Kaia Akademi, New Delhi 1991. 
8. National Exhibition of Art Award Winners 1995-1999 by National 
Academy of Art New Delhi. 
9. Sixth triennale India 1986 by National Akademi of Art New Delhi. 
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10. Bharat Bhawan Biennale Bhopal 1992. 
11. Biria Akademi of Art and Culture Celebrates Silver Jubilee 1967 
1992. 
12. Asian art Biennale Bangladesh 1989. 
13. Nehru, Nature and Environment by National Akademi of Art New 
Delhi 1989. 
14. Indo-German workshop 1989 by National Akademi of Art, New Delhi. 
CAMPS 
1973 Painters Camp, Dehradun, Organized by U.P State Lalit Kala 
Akademi. 
1977 Ail India Painters Camp, Bhubaneshwar Organized by National 
Laiit Kala Akademi New Delhi. 
1985 Painters camp at Nainital Organized by U.P State Lait Kala 
Akademi. 
1987 All India Painters camp, Regional Art Centre; Lucknow 
Organized by National Lalit Kala Akademi New Delhi/ 
1989 International Artist camp at Regional. Art Centre, Lucknow, 
Organized by National Lalit Kala Akademi New Delhi. 
1992 All IndiaArtists Camp Organized by N.C.Z.C.C with collaboration 
of Indian Academy of Administration at Mussorie. 
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1994 N.C.Z.C.C Organization all India Painting Camp, Lucknow. 
1997 N.C.Z.C.C Organization All India Painting camp, Udaipur. 
ONE MAN SHOW 
1963 Lucknow - Organized by U.P State Lalit Kala Akademi 
1964-65 Mussorie and Roorkee University. KanpurB.I.CCIub. 
1964 New York City 
Lucknow-1966/68/70/72/74/76/80. 
Bombay - Taj Art Gallery-1975/76/77/ 78/79/80 781 /82 /83/84/ 
85/86/87 /88/89 /90/91 /92/93/95/96/97/99/ 
De lh i -1977/78/81 /83 /95 
1994 Ganesh Art Gallery, Delhi 
1998 N.C.Z.C.C, Allahabad (As Invitee Senior Artist). 
1999 Ganesh Art Gallery, Delhi 
2004 Ganesh Art Gallery, Delhi 
GROUP EXHIBITION 
1967-1982 Lucknow - Four Contemporary Painters of U.P. 
1976-1977 Lucknow - Visual Art Society. 
1978-1979 Delhi. 
1985 Lucknow- U.P Artist's Association All India Exhibition. 
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Exhibition of Contemporary water colour painting of India. 
1998 Ganesha Art Gallery. 
1999 Mirage Art Gallery. 
2002 Four Murals for Ambekdar Park, Lucknow, UP 
PARTICIPATION 
New Delhi National Exhibition of art 1963-67/1970/71/76/78/81ISAI85/ 
87/88/89. 
New Delhi Dhumimal Art Gallery 1964/65/66 - Till Date, 
New Delhi Chemould Art Gallery 1987 to Till Date. 
New Delhi Ganesha Art Gallery. 
Bombay Chimoud Art Gallery 1987 to Till Date. 
New Delhi Aifacs Exhibition 1965/66/70/78. 
Bombay Bombay Art Society 1965. 
Calcutta Academy of Fine Arts 1968/73/77/78/79. 
Lucknow All India Drawing Exhibition 1978. 
Calcutta BirlaAcademy of Fine Arts 1978/81/82/83/84. 
New Delhi National Lalit Kaia Akademi contemporary Miniature Painting 
exhibition 1980. 
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New Delhi Trade Fair Exhibition 1980. 
Commission Work 
1967 Posters for UP Department of Tourism 
1971 Mural Ceramic 24 '8' UP State Electricity Board 
1974 Mural wood 18 '12' UP State Electricity Board 
1974 Paintings Calendar Published by lEL Kanpur 
1975 Paintings Calendar Published by lEL Kanpur 
1978 Mural Kwality Restaurant Lucknow 
1988 Mural for Ambedkar Park for govt, of UP four (Murals) 10' 24 in 
oil. 
DR. RAM KANWAR 
Dr. Ram Kanwar is synonymous to the great landscape painters of 
present time. He had spent his early years in rural surroundings seeing 
nature, in hits intoxicating beauties and colourful variety. He has also 
depicted day to day village life and Rajasthani culture in his paintings. 
We find that there is a fresh style in each of his work. We find smooth 
paint of colours and perfect harmonious combination of colour and ideas 
in his landscape. He used 'impressionistic techniques in his landscape.He 
works in bold and dynamic brush strokes and he used expert fingures in 
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his landscape.He gives a new dimension in rare and unique dynamic 
brush work on his canvas. The used oil medium in his landsape painting. 
He famous painting are Paddy showering, village life, Ganga Ghats and 
Boats etc. He renounces even the pleasure of bright colours (Red, Yellow, 
Green, Blue) which make the canvas eye catching very impressive, and 
related to the scene which impresses as every viewers. There is simplicity 
of drawing pasture and colour, which to me is the main cause that 
distinguishes him from the other contemporary artist, who are representing 
nature on canvas. 
Contribution in the Field of Art by Dr. Ram Kanwar 
1938 Bornon July 1, inMeerut 
1957 Diploma in Art from Jamia Millia Islamia University, Delhi 
1962 M.A. in Drawing and Painting from DS College, Aligarh 
1973 Master's Degree (Ph.D.) in Drawing and Painting from Agra 
University, Agra. 
Profession 
1962 Worked as Lecturer, Reader, Professor, Deptt. of Drawing and 
Painting. D.A.V. College, Kanpur University, Kanpur 
Sold Exhibition 
1980-81 Shyam Hari Singhania Art Gallery, Kanpur 
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1982 Rajasthan Lalit Kal Academy, Jaipur 
1982 JahangirArt Gallery, Bombay 
1983 Lalit Kala Academy, New Delhi 
1984 Taj Art Gallery, Bombay 
1985 JahangirArt Gallery, Bombay and Taj Gallery, Bombay. 
1987 JahangirArt Gallery, Bombay 
1988 JahangirArt Gallery, Bombay 
1989 Taj Art Gallery, Bombay 
1990 State Lalit Kala Academy, Lucknow 
1991 Taj Art Gallery, Bombay 
1992 JahangirArt Gallery, Bombay 
1993 JahangirArt Gallery, Bombay 
1999 Taj Art Gallery, Bombay 
2001 Taj Art Gallery, Bombay 
PARTICIPATION IN EXHIBITION 
1976 Art History Congress Session, Udaipur 
1984 Fresco Techniques Mural Decoration of Rajput Style, I.K.S 
University Kahirgarh MP 
1985 Frame of course of study, Dayal Bagh, DEI University (UGC) 
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1985 Talk Alwer style of Painting, TV. Centre, Lucknow 
1988 Exhibition for youth, Ministry of HR & JDG College, Kanpur. 
1988 Seminar, Art Education in the Allahabad University. 
1989 Practical Seminar, Fine Art, Dept. Tehran University, Tehran (Iran). 
1990 Lecture of India Art-Academic staff College, Allahabad University, 
Allahabad. 
1990 National conference FineArt/UGC Rohilkhand University, Barreilly, 
U.R 
1991 Lecture on Persian and Indian Arts, Bonasthali Vidyapeeth 
Banasthali (Rai) and NCZCC, Allahabad. 
1991 Seminar-Allahabad Museum, Allahabad, on Asit Kumar Haldar. 
1994 Folk Art Seminar, D. A. V. College, Kanpur and NCZCC 
Allahabad. 
1995 National Artist Camp Panchmarhi NCZCC, Allahabad. 
FOREIGN TOURS 
1989 Visited Iran Under Indo-lrarian Cultural exchange programme. 
1989 Delivered Lectures and gave practical demonstration at Tehran 
University, Tahran (Iran). 
149 
COLLECTION 
> Shri Murii Deora. Bombay. 
> Rajasthan Lalit Kala Academic Jaipur. 
> Shri Anil Gorey, Readers digest of India, Bomabay. 
> J. K. Organisation, Kanpur. 
> Padam Shri Ram Gopal Vijaivargiya, Jaipur. 
> Late Maharaja of Namgyal, Gangtok. 
> Tata Electric Company, Bombay. 
> Chemold Art Gallery, Bombay. 
> American Center, Mrs. Allen Gibbert. 
> Ministry of Foreign Affairs (Iran) 
> Deptt. of Fine Arts, Tehran University, Tehran (Iran). 
VIEWS 
> It is enjoyable for what may be called unpretentiousness, 
Keshav Malik, (Times of India; New Delhi). 
> Dr. Ram Kanwar's Landscapes done in variety of style and 
shows the versatility of the artist in a medium which is not much 
practiced by artist these days. 
> (Ram Niwas Mirdha, Chairman, Lalit Kal Academy, New Delhi) 
> Dr. Ram Kanwar, very enthusiastic in his field regarding his 
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impressionist painting done during his stay in practical seminars, 
lectures, we have found him in strong hand ability (Prof.of B.K. 
Seifian, Chairman, Faculty of Fine Art, University of Tehran, Iran). 
> A Cohensive view of life marked by simple and unsophisticated 
joys, basic concerns, close to the earth and absorbed in the 
earth. The artists choice of colours is opposite and one finds the 
typical feel of the earth all over the show. (Ram Niwas Mirdha, 
Chairman, LalitKala Academy, New Delhi). 
> Artist painted Landscape giving glimpses of natural scenes 
lavished with medium technique and abstracting designs. 
His exhibition was nevertheless one of not a deserved hearty 
appreciation. (BombayArt Society and Art Journal). 
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CONCLUSION 
CONCLUSION 
It is really a tough job to summarize the works of such an eminent 
artist who had done a lot of work in the field of art. Ram Kumar is amongst 
one of the pioneers of the abstract art in India. Today he is famous not 
only in India but, in entire Asia and Europe. His great personality is 
reflected by his works of art. 
Ram Kumar had over 40- solo exhibitions, over 6- Retrospective 
exhibitions, he had almost exhibited his work, in every country of Asia 
and abroad. He is recipient of great awards viz National Award, 
Padmashree and Kalidas Samman. Being a painter he is a writer too. 
After analyzing, observing works and going through the literature 
concerned to him, makes his personality very obvious to me. He is a 
master or such quality which makes him not only a painter hut also an 
intellectual. 
Among his early figurative compositions, a painting titled "The Sad 
Town" for which he got the Padma Shri Award inspired me a lot. In this 
painting he had shown the holocaust 1947 depicting the Sadness, 
hopelessness and the lost faces, it seems that every object present in this 
painting is totally muted. 
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As far as the landscapes of Ram Kumar arc concerned for which 
he is famous around the world. The play of the colours, the freshness and 
the boldness in every stroke is very appealing and had no parallel. In his 
recent paintings the entire environment has changed. The whole stage, 
as it was, had became articulated. Man has disappeared from his stage 
and the backdrop has become larger. Now it is the Nature and only the 
Nature in the paintings of Ram Kumar, it seems that the artist in very 
much influenced by the "poet of nature", "William Word Worth". Very 
often Ram Kumar's landscapes coincides with the poems of "William 
Words Worth", It is the sensation in nature to which he is now most 
keenly attuned: the dazzlement of sunlight, the exhilaration of high breeze, 
the heat from a sun-scorched earth. It is these sensations, which have, 
find, in the process of being translated into colour and form, a pictorial 
structure that both transmits and pressures their vibrancy. 
There is no automatic or short hand method of converting sensation 
into colour and form and one might say. Ram Kumar has launched himself 
into an adventure where he does not always know his bearings yet this 
entire phase is of continuing interest. He has come out into the open, 
rejoicing in the sensuousness of nature. Sand, Sea, dust tracts and sky 
the sites are now propitious, occasions for exuberant memories and swept 
with gusty winds. The positive response to these paintings does not, of 
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course, arise simply from the new sense of gladness contained in them 
but from the vitality that has come with the gladness; the refreshing sense 
of liberation. 
For so many years he painted the effect of the time on man and 
man-made environments. Turning to nature, his notion of time or his attitude 
towards it, changes. If time in human terms appeared a fearful 
encroachment into life, a process of waste and annihilation, in terms of 
nature it appears simply as a transforming agent. There is still a touch of 
nostalgia perhaps, a trail of memories dragging along the ground which is 
perpetually changing. But it is the superabundant energies in nature that 
now seize his painter's imagination, toss him about and leave his for 
once, without regret or sorrow. 
Ram Kumar has really reached to the peak of abstraction which 
can be only gained after the total maturation in the field of art. 
To conclude the study on the artist Paramjit Singh, certain points 
came into light about his creative venture, be it still life, nature or stones 
in particular this contribution to the contemporary Indian art is immense. 
His devotion to nature reflects through his depiction of sunset, 
sunrise, fallig leaves, mountains covered with snow or bare, thick forests 
with every minute detail of leaves and branches. His paintings give an 
effect of light playing with shadows. His study to last light over his canvasses 
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made him realise that light thrown from the back could create a mysterious 
effect. Light and colour both made him conceptualise the nature, in its 
mystic value. It also made him active perspectives and creates tonal 
variations. 
A long and controlled experiment in colour from its transparent to 
opaque made him active a complex colour Pallete and the shimmering 
colours on canvas which not only offer visual but tactile appeal as well. 
These paintings often are loaded with intense and bright colours 
and thick paint structures to coordinate with air, light and space. His skills 
are vanture in the forest of experiment, every next work comes out with a 
more inventive idea and device. A mystic and metaphysical environment 
with a melancholy evoke a feeling of the other worldliness beyond the 
reach of mankind a supernatural fascination makes you spellbound. 
His exploring the abstract forms come through the use of pastels 
and the quality of the medium transfixes a new area of creativity. 
His controlled movement does not superimpose his own obsession 
on the compositions. He keeps the sanctity of the original view be it the 
memory of the historical past, classical architecture on some enigmatic 
forms with a kind of stillness. This calm composedness is the essence of 
his twilight and the soft light thrown everywhere. 
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His visit to Himachal Pradesh and Manali opened a gateway for 
him to fulfill the creative hunger. 
His picking the stone as a subject made him observed with the 
shapes, texture and loose geometry of theirs forms. Almost two decades 
of his transitional phase made him venture in texture, color, forms and 
nature. He sought to translate the crispness of nature. His venture made 
him look into the reality of nature, which had nothing to do with the romantic 
compliments to it. 
His journey in the mating of masterpieces takes him to the pattern 
of world art. It is recognition, as a contemporary Indian artist does not 
come at once. It was his devotion and hard indication which made him 
achieve what he is today. 
According to artist Satish Chandra - "I have always found nature 
to be the most compelling source of inspiration," says Chandra, "What 
nature has given me in terms of motivation, in terms of the power to 
respond nothing else has. I have travelled all over the country and done 
thousands of sketches at various places, but the urge to sit down and do 
the oil comes only after a difficult passage of lot of work and observation. 
"Of course there can never be an identical production of nature 
and we should not want that, but I feel that when a scene leaves its impact 
then it sets in motion a series of emotions and feelings. These go into a 
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background like a memory that fades but it is so marvelous that we can 
recall that memory and sometimes it surfaces to find a powerful expression." 
Satish Chandra worked towards establishing a bond between man, 
nature and God. He stressed that this bond, when severed, leaves people 
adrift in isolation and alienation. Nature connects us with the universe 
and helps in the realization of the one eternal truch-that underlying the 
infinite diversity of life is the unity of one, all pervasive sprit 
If only Satish had been able to go through the daily rigours of a 
disciplined life at the Jagirdar Film Institute in Mumbai ("I lief the place 
after a month, I could not cope with getting up at 4a.m every day"), he 
would have probably become an actor instead of a painter: Chandra, 
however, close to pursue a Bachelor's degree in Fine Arts from Lucknow 
University (batch of 1963) and is today known as one of the best landscape 
artists in the country. 
Though Chandra began his career with water colours ("It is the 
best medium for landscapes"), he has also worked in oils, pastels, pen 
and ink etc. His technique involves conceiving an image through drawings 
and then filling them with his vibrant colours, yellow being his eternal 
favourite. "There is one specific technique that I've developed, I scrape 
the surface of my canvas with a knife which gives my work a realistic 
lock." 
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Chandra, in fact, so quickly earned a solid reputation- lie has the 
distinction of having exhibited at Delhi's premier art centre the Dhoomi 
mal Gallery, the same year he passed out from the College of Fine Arts in 
Lucknow-that he soon become a constant feature in most art exhibitions 
in both Mumbai and Delhi. But the one exhibition that he remembers 
fondly is his first show in New York in 1964, just a year after he'd 
graduated. "It's such a feeling of fulfillment that I'm teaching at the same 
place that graduated from." says the painter, who's been given a two-
year extension at the college as a recognition of his winning the National 
Award in 1989. This time, the honour is entirely deserved. 
The task of concluding the study of a certain point in Dr. Ram 
Kanwar's work is really a different task and a difficult one. The creative 
faculty of an artist in the field of his work is really the most remarkable 
aspect. The work of a great artist is really very impressive and it reveals 
his great qualities as a man or woman. Dr. Ram Kanwar, has an 
encouraging attitude towards the young ones. His way of behaving and 
interaction with others is more particularly remarkable. His contribution to 
the field of art is very important and it is in good quantity. It is believed 
that an artist is great passion to nature. To paint the scenes of nature 
makes an artist develops a close relationship with nature. It is equally true 
to Dr. Ram Kanwar, He had rightly reflected his close affinity with nature 
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in his landscape, with the help of his brush and paint that he made use of 
in his landscape on canvas. When Dr. Ram Kanwar paints the element of 
the nature such as the beauty of the rising sun or the setting sun. The 
golden rays of the sun fall on the trees, their leaves and flowers. It may be 
a scene of a forest or a village or village life, his landscapes look alive on 
the canvas. It is due to the great qualities and the great skill of Dr. Ram 
Kanwar. He has been very successful in expressing the minute details of 
the elements of the nature. His paintings are so good and so fine that we 
get the real effect of life and shade on the object of nature and their 
shadows on the ground. 
In the great work of art of Dr. Ram Kanwar, we find that there is 
too-much effect of his bold and bright strokes. The picture gives us a 
transcendent effect and his colours help him to separate the different 
aspects of the scene. There is the nature in its mystic values and a good 
coordination with light and space. His every successive work comes out 
with a more inventive ideas and device. It seems that the artist is very 
friendly and intimate with nature. It appears that nature itself is friendly to 
the artist. There is a friendly atmosphere of talk and walk between the 
artist and nature. There is controlled sensitivity of the original view in the 
landscapes of the artist. At no place it seems that there is some difference 
of any kind between the painted landscape and the original view. The 
viewer thinks that he is looking at the real view of nature and that there is 
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no one else between the scene and the viewer. 
Dr. Ram Kan war believes that there should be the originality of the 
view in the painted picture or landscape. He himself makes a visual 
impression of a scene of nature in his mind and them he paints this visual 
impression in natural way as it is in nature. Thus his landscapes are this 
naturalistic a representation of the real scene of the nature. He wants that 
his viewers should get the same joy and pleasure to see his landscape as 
he himself felt when he saw the particular scene of nature. To preach is 
not his aim but his aim is to share the viewers the joy of the world that is 
there in the form of nature. Dr. Ram Kanwar has been very successful in 
highlighting the main painting area as well as in putting special focus on 
the scenery or the scenes of nature that he painted in his landscape 
paintings. There is a good aesthetic appeal in all his paintings. 
Dr. Ram Kanwar is really the great master who has mastered the 
art of painting. It is difficult to attain that great height in painting to the 
other artists in this field. There is no landscape paintings, doubt that 
Dr. Ram Kanwar is the supreme artist in the field of landscape paintings. 
160 
BIBLIOGRAPHY 
BIBLIOGRAHPY 
1. Ram Kumar, "A Journey within", Published by Vadehra Art Gallery, 
1996. 
2. "Landscape as Vision", Art Heritage Catalogue, 1980. 
3. "Lalit Kala Contemporary" No. 19x201975. 
4. Articles from "The Times of India", New Delhi, October 1973,1981, 
1986. 
5. Articles from "Indian Express", New Delhi, October 1973,1980. 
6. Articles Written for Ram Kumar's Retrospective Catalogue, National 
Gallery of Modern Art, New Delhi, 1993. 
7. Ram Kumar - Lalit Kala Academy, 759, 954 KUM, Editor, Jaya 
Appasamy, Published by B.C. Sangyal, Lx. Secretary Lalit Kala 
Academy, New Delhi, 1980. 
8. Singh, Paramjit- Painting -1999 Published by CIMA Gallery Pvt. 
Ltd. Ashutosh Chowdhury Avenue Calcutta. 
9. Singh, Paramjit in Conversation with Baruna Bhattachary at the 
CIMA-Gallery Calcutta, 1994. 
10. Singh, Paramjit Painting 1994 - 95 by M. Rama Chandran. 
11. Singh Paramjit Painting Catalogue 1998 Vedehra Art New Delhi. 
161 
12. Singh, Paramjit in the catalogue of his show at the centre for 
contemporary Art New Delhi 1995. 
13. Singh, Paramjit in an interview. Catalogue for his exhibition CIMA, 
Calcutta 1994. 
14. The work of Paramjit Singh Dhomimal Gallery New Delhi 1987. 
15. Malik, Keshav Lalit Kala Contemporary No. 23-26,1977-78. 
16. Karunker, Pair Lalit Kala Contemporary No. 15 and 16 1973. 
17. M. Rama Chandran in the exhibition catalogue, Paramjit Singh Nov. 
1995. Vedehra Art Gallery (Indian Contemporary, Post 
Independence). 
18. Ella Datta, Paramjit Singh Painting 1999 Published by CIMA Gallery 
Culcutta. 
19. See the catalogue of Pictorial Space' exhibition curratted by Geeta 
Kapur Lalit Kala Academi New Delhi, 1990. 
20. Herbert Read : "The Meaning of Art" 
21. N.S. Bendre : "The Painter and the Person" 
22. WilenskiR.H. : "The Modern movement in Art" 
23. Pranab Rajan Roy : "Rabindra Nath Tagore" 
24. Akbar Padamsee "Nature and Landscape" 
162 
25. Satish Chandra 
26. News papers 
"Catalogues" 
"The Delhi Age" Friday 
15 Dec. 2000 
"The Hindustan Time" 1='Jan. 2001 
27. Catalogue 
28. Akbar Padamsee 
"Financial Express" Sunday 6 Jan 2001 
"Sahara Dew Delhi" 14 Dec 2000 
"H.T / City" Saturday 6 Jan 2001 
U.P. State Lalit Kala Akademi. 
'Nature as Landscape. 
29. Karlkandalavala "Lalitkala-Contemporary" 
30. Richardbartolomew "Lalitkala-Contemporary" 
31. Sharmishtha Sharma : "News Paper, Times of India" 
(Lucknow times) 
32. Ram Kanwar 
33. Ram Kanwar 
34. Ram Kanwar 
"Catalogue (L.TG., Art Gallery) 
"Catalogue Rotary Club of Kanpur Create. 
"Catalogue-"Taj Art Gallery" Bombay 
163 
PLATES 
PAINTINGS OF RAM KUMAR, PARAMJIT SINGH, 
SATISH CHANDRA AND DR. RAM KANWAR 
LIST OF PAINTINGS OF LANDSCAPE PAINTERS 
Plate 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 
11. 
12. 
13. 
14. 
15. 
16. 
17. 
18. 
19. 
20. 
TITLE 
In search of lost times 
Landscape 
Landscape 
Landscape 
Untitled 
Landscape 
Landscape 
Landscape 
Blossom 
The lake 
Trees 
Red bloom 
Yellow grass 
Red in the woods 
Evening light 
The waves 
Landscape 
Landscape 
Landscape 
Landscape 
Medium Size Name of Artist 
Oil on canvas 30"x45" Ram Kumar 
Oil on canvas 27"x37" Ram Kumar 
Oil on canvas 33"x60" Ram Kumar 
Acrylic on canvas 24"x22" Ram Kumar 
Oil on canvas 27"x37" Ram Kumar 
Oil on canvas 70"x50" Ram Kumar 
Oil on canvas 35"x40" Ram Kumar 
Oil on canvas 38x50 cm Paramjit Singh 
Oil on canvas 42"x42" Paramjit Singh 
Oil on canvas 48"x60" Paramjit Singh 
Oil on canvas 48"x60" Paramjit Singh 
Oil on canvas 36x50 cm Paramjit Singh 
Oil on canvas 32"x28" Paramjit Singh 
Oil on canvas 36"x52" Paramjit Singh 
Oil on canvas 48"x66" Paramjit Singh 
Oil on canvas 30"x40" Satish Chandra 
Oil on canvas 46"x60" Satish Chandra 
Oil on canvas 62"x69" Satish Chandra 
Oil on canvas 36"x46" Satish Chandra 
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21. 
22. 
23. 
24. 
25. 
26. 
27. 
28. 
29. 
30. 
31. 
32. 
33. 
34. 
35. 
36. 
37. 
38. 
39. 
40. 
41. 
42. 
Landscape 
Landscape 
Landscape 
Landscape 
Untitled 
Village Scene 
Village 
Paddy showering 
Rajasthan Village 
Village fair 
Untiled 
Boats 
Landscape 
Landscape 
Landscape 
Landscape 
Landscape 
Landscape 
Landscape 
Study of landscai 
Untitled 
Untitled 
Oil on canvas 46"x60" Satish Chandra 
Oil on canvas 62"x69" Satish Chandra 
Oil on canvas 30"x36" Satish Chandra 
Oil on canvas 62"x69" Satish Chandra 
Oil on canvas 3'x2' 
Oil on canvas 3'x2' 
Oil on canvas 3'x2' 
Oil on canvas 3'x2' 
Oil on canvas 4'x3' 
Oil on canvas 4'x3' 
Oil on canvas 3'x2' 
Ram Kanwar 
Ram Kanwar 
Ram Kanwar 
Ram Kanwar 
Ram Kanwar 
Ram Kanwar 
Ram Kanwar 
Ram Kanwar 
Oil on canvas 33"x40" Ram Kumar 
Oil on canvas 33"x55" Ram Kumar 
Oil on canvas 60"x35" Ram Kumar 
Oil on canvas 33"x55" Ram Kumar 
Oil on canvas 33"x55" Ram Kumar 
Oil on canvas 60"x35" Ram Kumar 
Oil on canvas 33"x40" Ram Kumar 
Oil on canvas 30"x30" Ram Kumar 
Oil on canvas 33"x40" Paramjit Singh 
Oil on canvas 60"x35" Paramjit Singh 
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43. Virididian Forest 
44. The Purple grass 
45. 
46. 
47. 
Before the starm 
Untitled 
Untitled 
48. Pink Grass 
49. Landscape 
50. Landscape 
51. Landscape 
52. Landscape 
53. Landscape 
54. Landscape 
55. Landscape 
56. Landscape 
57. Banaras Ghat 
58. Ganga Ghats 
59. Ganga Bath 
60. Woods 
61. Village scope 
62. Paddy Showing 
63. Boats 
64. Village life 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
Oil on canvas 
33"x40" Paramjit Singh 
91 X 122cm Paramjit Singh 
33"x40" Paramjit Singh 
33"x40" Paramjit Singh 
33"x40" Paramjit Singh 
91x122cm Paramjit Singh 
36"x46" Satish Chandra 
30"x36" Satish Chandra 
36"x46" Satish Chandra 
36"x46" Satish Chandra 
30"x46" Satish Chandra 
30"x36" Satish Chandra 
30"x36" Satish Chandra 
30"x36" Satish Chandra 
4'x3' Ram Kanv^ /ar 
2'xr RamKanvi^ ar 
3'x3' Ram Kanwar 
2'x2' Ram Kanwar 
2'x2' Ram Kanwar 
3'x3' Ram Kanwar 
3'x2' Ram Kanwar 
2'x1' Ram Kanwar 
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